Primary school music education: a study of teachers, composers and original works in a pedagogical context by Butler, Peter Maurice
  
PRIMARY SCHOOL MUSIC EDUCATION: A STUDY OF 
TEACHERS, COMPOSERS AND ORIGINAL WORKS IN 
A PEDAGOGICAL CONTEXT  
 
 
PETER BUTLER B.A. (Mus) C.S.O.M. Dip.Ed. LTU 
 
 
A thesis submitted in partial fulfillment  
of the requirement for the degree of 
 
Doctor of Philosophy (PhD) 
of The Australian National University  
 
2015 
 
 
 
 
  
 
2 
Acknowledgments 
 
This research thesis and folio, has been made possible, and sustained by a large 
community of fellow academics and music practitioners including La Trobe 
university colleagues: Dr Jennifer Sheed, Prof. Vaughan Prain, Dr. Penny Collet; 
thesis supervisors: Dr. Paul McMahon, Dr. Susan West, Dr. Calvin Bowman, Dr. 
Alistair Noble; earlier supervisors at The University of Wollongong: Dr. Houston 
Dunleavy, Dr. Terumi Narushima, Prof. Sarah Miller; fellow music educators and 
composers including: Christoph Maubach, Richard Gill, Margie Moore, Dr. Peter de 
Vries, Dr. Felicia Chadwick, Jenni Heinrich; friends and colleagues in the Australian 
choral community including: Noel Ancell OAM, Mark O’Leary, Mark Puddy; my 
students and most importantly and immediately my wife Jenny Gogolin, children 
Jaan and Della, my siblings and extended family, my mother, Claire Butler, and my 
late father, Maurice Butler. I thank each of you for your academic, musical, 
pedagogical, editorial, and emotional support, forbearance and encouragement, 
without which I would not have made it this far. 
 
I certify that this thesis is my own work and that all sources used have been 
acknowledged. 
 
 
Sustainability 
 
At the outset of this research, a decision was made to not undertake any printing or 
photocopying, in the production of this thesis. The entire thesis was assembled 
digitally. All textual information from published books, theses and journals was 
entered digitally either directly from online sources or via an optical scanning pen, or 
through the use of voice-to-text dictation software. This method was adopted in order 
to reduce paper waste and photocopier costs, and to uphold university sustainability 
and environmentally friendly work practices guidelines.  
  
 
3 
ABSTRACT 
 
This research project addresses the nature and function of compositions within the 
context of primary school music education. A longitudinal review of the literature, 
and the analysis of empirical data gathered in this research reveal the shortcomings 
between teachers’ expressed requirements and the currently available works. The 
researcher’s survey of over 1000 popular primary music resources by prominent 
Australian music education composers reveals the great majority are designed 
primarily for sing-alongs and basic percussion play-along. The melodic and rhythmic 
notational complexity of most of the music exceeds the music literacy level of all but 
a very small percentage of primary teacher graduates. It is intentionally published in a 
format that does not require music literacy. 
Through qualitative research methods, including the analysis of data gathered 
within interviews with educational practitioners and composers from Victoria and 
Tasmania, this project identifies and explores several deficiencies in music for 
primary school programs. The exegetical component of this research examines the 
nature and function of music used in Foundation to Year 6 school music classes 
across Australia. This research also incorporates an extensive portfolio of original 
works for primary music education settings. The identified gaps between teachers’ 
expressed requirements and currently available songs and music, inform the nature 
and design of the accompanying portfolio. Underpinned by the research findings, the 
folio caters for the needs and ability levels of the least musically experienced trainee 
and graduate teachers, as well as the most musically proficient Kodaly and Orff 
practitioners. 
The research undertaken within this project suggests the choice of 
compositions used by primary school music teachers in Australia is largely 
influenced by the musical and pedagogical expertise of the teachers themselves. 
Conflicting school issues, such as timetabling, resources and school performance 
expectations exacerbate the parlous state of primary school music education. The 
nature and function of compositions used in primary teaching is also influenced by 
the musical and educational ideologies of composers producing music teaching 
resources. The music teachers interviewed within this research voiced dissatisfaction 
with the limited flexibility and narrow application of many current resources. They 
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expressed a need for instructional songs, concert items and thematic cross-discipline 
items. They voiced a preference for music that incorporates physicality: actions, 
dances, movement and instrumental performance. Their unanimous enthusiasm for 
music teaching resource publications that include digital projections, music 
recordings and videos of demonstration lessons also emerged as a theme within the 
data. 
This project offers a practical, research-based resource for primary school 
music teachers. The exegetical component of the research includes a description of 
the musical and pedagogical design of the portfolio, and an explanation of the manner 
in which they address the identified gaps in educational resources.  
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INTRODUCTION 
Context 
The quality of music education in Australian Foundation to Level 6 primary schools 
varies considerably, and is a consequence of numerous factors. Some of these factors 
include the skill level of the teacher, the support of the music program from the 
school administration and the community, the curriculum content, and the personal 
background of the students. The sum total of the musical instruction offered to 
teachers may be as little as ten hours of lectures in a compulsory arts/music subject 
within their education degree, while others undertake specialist music degrees or 
post-graduate training (de Vries, 2011, p. 10; Garvis & Pendergast, 2010, p. 3; 
Russell-Bowie, 2012, p. 64). The government arts curriculum statement AusVELS 
(2013) advocates music as a stand-alone subject from Foundation to Level 4,2 beyond 
which it may be included as part of a composite arts subject.  
School music programs may be classroom-based, or they might include 
choirs, instrumental ensembles and the performance of musicals; each of the 
components of the program having specific compositional requirements. The prolific 
publication of music teaching resources since the 1990s has provided teachers with 
new music for primary children in a wide range of styles and genres. Furthermore, 
the pieces contained within the available resources are applicable to a broad range of 
teacher and student skill levels and methodologies, ranging from basic sing-alongs to 
Orff, Kodaly, and Musical Futures programs. The resources available within 
Australia include two complete curriculum packages—Upbeat (1988) and Music 
Room (2005)—containing ‘ready-to-teach’ music lessons for every week of the year 
for Foundation to Level 6 music classes.   
 
The Research problem 
The two most recent Government inquiries into music education are the national 
review of music education—Augmenting the Diminished (2005)—and the Victorian 
Government’s Inquiry into the extent, benefits and potential of music education in 
Victorian schools (2013). Walker’s (2009) paper—The great divide in music 
education—critiqued the 2005 national inquiry, which examined many of the same 
issues addressed within this thesis. Walker reported that: 
                                                
2 In the state of Victoria, the initial year of schooling is Foundation level. Levels 1 to 6 equate to 
Primary grades 1 to 6.  
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To date there has been no response from the Federal Government concerning the grossly 
inadequate state of music resources. Music has not so far been included in the national 
curriculum at present under construction. Thus, consequences of the National Review may be 
described in the following terms: as no momentary changes; little seems to have changed; no 
marked changes at all; or, apparent changes masked underlying inertia. At present, the 
Federal Government and none of the Australian states and territories display any concern for 
school music education (Walker, 2009, p. 18).  
 
 
The Victorian government’s comprehensive enquiry into primary and 
secondary music education in Victoria (2013) addressed issues related to Government 
arts curriculum requirements, schools, teachers and teacher training in a similar 
manner to Augmenting the Diminished (2005). Its recommendations echo those of the 
2005 investigation. The Victorian government inquiry draws extensively on research 
by Heinrich (2012), whose findings are also referenced throughout this thesis. Since 
the enquiry undertaken within the current project is primarily concerned with issues 
pertaining to the use of compositions in primary music environments, it does not 
concern itself with arguments for improvements to the training of primary music 
teachers, or for increased funding of music programs as set out in the 2005 and 2013 
Government inquiries.  
However, in a similar manner to the Government inquiries, the thesis provides 
an up-to-date snapshot of primary music teacher training, classroom music teaching 
practices and arts policies both nationally and in the state of Victoria. In so doing, it 
establishes the parameters of primary music education in Victoria, and subsequently 
constructs a theoretical model of the most effective and accessible musical and 
pedagogical characteristics of compositions used by teachers within those parameters. 
This project draws upon a substantial body of research examining primary 
music education in the Australian setting and elsewhere.3 This literature addresses a 
broad range of topics, such as theoretical and philosophical models of music 
education (Dewey, 1959; Reimer, 1970; Swanwick, 1994), and critiques of models 
(Aspin, 1990; Bresler, 1996; Daugherty, 1996; Elliott, 1995), as well as descriptions 
and assessments of teaching methodologies such as Kodaly and Orff (Choksy, 1986; 
Frazee, 1987; Keetman, 1974; Szonyi, 1973). Within the Australian context there is 
abundant research critiquing Australian Government arts curriculum statements 
(Creswell, 1995; Petrova, 2005, 2012; Stefanakis, 2003; Watson, 1999) and the 
efficacy of school music programs and teachers (Crowe, 2006; Hughes, 2007; Lierse, 
1998; Russell-Bowie, 2009; West, 2007). Other studies address issues such as the 
                                                
3 Klopper and Power (2010, p. 10) provide a comprehensive list of Australian research in the field of 
arts education. 
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concerns of students (Dillon, 2001), extra-curricular music programs (Chadwick, 
2000; Kirchhubel, 2002), and teacher training (Ballantyne, 2005; Heinrich, 2012).  
Heinrich (2012) finds that 38% of Victorian non-metropolitan schools have 
no music program. Temmerman (2005) and Ballantyne (2005) address the recent 
decline in the hours devoted to teacher music training due to the diminishing funding 
of university training programs, and subsequent focus on maths, English and science 
training. Significantly, there is no extant research examining the ways in which 
Australian primary teachers select and use musical compositions,4 or the priorities 
employed by Australian composers in generating music for primary classrooms. The 
shortcomings evident in the available literature promote arguments supporting 
research investigating primary school music compositions, the priorities of 
composers producing this material, and the desirable attributes of compositions 
employed within the primary school setting. 
 
Aims of the research 
This enquiry aims to explore the attributes and functions of compositions considered 
effective in the primary school education environment. In so doing, the research will 
inform the creation of a folio of original pieces that are musically and pedagogically 
well-suited to that environment. Furthermore, this enquiry intends to generate a body 
of knowledge that contributes to the general understanding of music employed in the 
context of primary education settings (Bogdan & Biklen, 2007, p. 163; Silverman & 
Marvasti, 2008, p. 87). This investigation will build a detailed description of the topic 
through the analysis of statements and thematic relationships derived from interviews 
with practitioners using and creating this material—teachers and composers—
together with an empirical analysis of current music teaching resources. The overall 
aim of the research is to report upon a multi-perspective investigation of the musical 
and pedagogical structure of selected compositions (Silverman & Marvasti, 2008, p. 
114), uncovering their existence, direction, magnitude, nature, and conditions in the 
surveyed samples (Glaser & Strauss, 1967, p. 64).  
Through the application of rigorous research procedures, including 
practitioner interviews, surveys and a critical evaluation of relevant resources, this 
                                                
4 Klopper and 
 Power (2010, p. 2) argue in favour of more research examining primary music classroom practices, 
such as the inquiry conducted within this project. However, these authors do not go so far as to call for 
a specific examination of compositional choices. 
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study will lead to robust conclusions upon the central concept under investigation 
(Marshall & Rossman, 2006, p. 13; Vogt & Gardner, 2012, p. 9). Finally, a 
theoretical model highlighting the musical and pedagogical characteristics of 
effective compositions for primary students is applied to the creation of original 
compositions for use in the primary music education setting. 
 
The research question 
The following research question underpins the enquiry mounted within this project: 
 
What are the most effective musical and pedagogical attributes of 
compositions used in Foundation to Level 6 school music classes, and 
how do these elements best facilitate the musical, pedagogic and 
practical applications of such works in an educational setting? 
 
Outline of the exegesis 
The initial chapter describes the research methods and procedures employed within 
this study, and discusses the choice of a qualitative methodology. Chapter One also 
addresses ethical considerations, data analysis and reliability, and the significance 
and originality of the study. The literature review presented in Chapter Two surveys 
research examining issues affecting Australian primary music teachers such as 
administrative expectations, government curriculum requirements, music teaching 
methodologies, teacher training and the music program content preferences of 
students. Through the critical analysis of emergent themes, a theoretical model 
highlighting the most effective musical and educational features of pieces used within 
primary school environments is developed.  
Themes revealed within the interview responses from teachers and 
composers5 in Chapters Three and Four, combined with topics emerging from an 
empirical survey of 1004 primary music compositions discussed in Chapter Five, 
further refines the theoretical model of compositions effective in primary school 
environments. Chapter Six summarises the findings from critical analyses of the 
literature, the interview data and the resource survey chapters regarding appropriate 
educational and musical qualities. Chapter Six also describes the application of the 
theoretical model to the creation of a folio of sixty original compositions for primary 
                                                
5 The interviewed teachers and composers were located in rural and metropolitan areas of Victoria, 
with the exception of one of the composers who was located outside of Victoria. 
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students and teachers. The complete folio of original compositions derived from this 
research is contained in a CD ROM disc attached to the back cover of this document. 
The conclusions drawn within the thesis bind the presentation of the analytical 
discussions and the musical components, offering perspectives on future avenues for 
further research in the field. 
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PART ONE: METHODOLOGY AND LITERATURE 
INTRODUCTION TO PART ONE 
Part One lays the foundations of this inquiry into compositions for primary school 
educational environments. Chapter One sets out the framework of the methodology 
employed within the investigation. This chapter discusses the procedures and sources 
of data collection, selection of interview subjects, data analysis, ethics and reliability. 
It also describes the boundaries and limitations of the research, and any further de-
limitations placed on the enquiry. The review of literature discussed in Chapter Two 
examines academic writing on the subject of primary music teachers and curriculum, 
with particular relevance to the selection and application of compositions in the 
classroom setting. The chapter also includes a critical assessment of recent and 
current Government arts curriculum statements, while discussing the ramification of 
such documents on teachers’ choice of materials. 
 At the conclusion of Part One, the enquiry will establish the breadth of extant 
research into the phenomenon under investigation. In doing so, this research will 
identify the areas in which further data collection and analysis is required. The 
procedures and findings of the subsequent data gathering and analytical processes are 
presented in Part Two, which addresses interviews with teachers and composers. 
Entitled ‘Resources and Creative Work’, Part Three of the thesis offers a critical 
analysis of popular teaching songs and the folio of original compositions. 
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CHAPTER ONE: THE RESEARCH FRAMEWORK 
This chapter details the research processes and methodology employed within the 
thesis; it also sets out the manner in which the theoretical conception developed in the 
current research informs the folio of original creative works. The extended qualitative 
methodology that incorporates both interviews and document surveys is discussed as 
is the setting of boundaries and allowances for the effects of limitations of this 
research, such as sample size, temporal, geographical, financial and practical factors. 
The chapter also includes a justification of any de-limitations imposed by the 
researcher. The procedures adopted to ensure compliance with ethical guidelines and 
protocols in the conduct of the interviews and data handling are also explained. The 
chapter concludes with a description of the methodology applied in the coding and 
analysis of interview and survey data, and a statement of the significance and 
originality of the exegetical and folio components of the research.  
1.1 Methodology 
This enquiry examines theories of music pedagogy, and presents a detailed 
examination of composition resources utilised in primary classroom settings. 
Through the critical analysis of such musico-pedagogical concepts, together with an 
in-depth survey of primary classroom compositions, the research will present a 
comprehensive discussion of the musical and pedagogical characteristics 
underpinning such works. The theoretical research will be applied through the 
creation of original compositions incorporating the effective traits revealed in the 
findings.6 This project is motivated by informal discussions with fellow music 
teachers over preceding decades. However, this enquiry was conducted with a 
completely open mind, and with no preconceptions about the outcomes. This research 
is based on the premise that the music curriculum and choice of compositions in 
schools are individual identities. The same can be said for the music curricula within 
teacher training faculties and university music departments (Corbin & Strauss, 2008, 
p. 155; Heinrich, 2012, pp. 82-93, 121-126).  
This qualitative enquiry is principally concerned with conversations and words 
(Marshall & Rossman, 2006, p. 9; Maykut & Morehouse, 1994, p. 16; Vogt & 
Gardner, 2012, p. viii), and it also includes a study of compositions, a key music 
                                                
6 The processes employed in the development of creative works that are informed by the findings of 
the inquiry draw upon research methods and procedures outlined by Silverman and Marvasti (2008, p. 
136). 
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teaching resource. In order to make an objective assessment in the manner of 
extended qualitative research, the musical and pedagogical characteristics of the 
selected works will be examined empirically, and the findings will help to establish 
best practice in the composition and practical application of such works within the 
classroom. Unlike case studies or grounded theory (Corbin & Strauss, 2008, p. 1; 
Glaser & Strauss, 1967, pp. 30-34; Silverman & Marvasti, 2008, p. 106) this style of 
enquiry—that is, one directed towards the production of a resource—is described in 
research texts as practitioner research (Bogdan & Biklen, 2007, p. 219; Marshall & 
Rossman, 2006, p. 164). In practitioner research: 
...the investigator is often a practitioner (a teacher, an administrator, or educational 
specialist) or someone close to practice who wants to use the qualitative approach to 
do what he or she does better. The person wants to be more effective in teaching or in 
clinical work, and aspects of the qualitative approach are used to reflect on how 
effective the person is and how he or she might improve. They translate them 
immediately into practical changes, they enter them into lesson books, or they reflect 
on the data to create training programs, workshops, and new curricula. (Bogdan & 
Biklen, 2007, p. 221) 
 
The empirical/numerical survey of teaching resources is included in the 
manner of extended qualitative research (Vogt & Gardner, 2012, p. 4). Within this 
methodology a range of relevant source materials are investigated. The literature 
suggests qualitative researchers strive:  
...to collect, integrate, and present data from a variety of sources of evidence as part 
of any given study. The variety will likely follow from your having to study a real-
world setting and its participants. The complexity of the field setting and the 
diversity of its participants are likely to warrant the use of interviews and 
observations and even the inspection of documents and artefacts. (Yin, 2011, p. 9)  
 
In a similar manner, other scholars advocate that: 
[Q]ualitative researchers deploy a wide range of interconnected interpretive 
practices, hoping always to get a better understanding of the subject matter at hand. It 
is understood, however, that each practice makes the world visible in a different way. 
(Denzin & Lincoln, 2008, pp. 4-5) 
 
The size and statistical significance of the interview sample is not as important 
to the enquiry as are pragmatic/practical exigencies, and the ability to reveal important 
insights into the compositions (Corbin & Strauss, 2008, p. 156; Yin, 2011, p. 226). As 
Marshall and Rossman (2006, p. 24) explain, the research agenda “ ...is a plan for 
engaging in systematic inquiry to bring about a better understanding of the 
phenomenon and or to change problematic social circumstances”. Across a broad 
range of participants, the interviews seek to reveal any common underlying structure, 
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shared experiences or meanings, as well as particular and divergent perspectives upon 
the compositions under investigation (Marshall & Rossman, 2006, pp. 104-105; Stake, 
2008, p. 125).  
1.2 Limitations and Challenges 
This study is conducted in a “bounded system”, and does not attempt to make a 
comparison with other districts or teaching practices pertaining to non-music subjects. 
Neither does it enumerate or quantify the participants’ statements (Bresler & Stake, 
1992, p. 79; Denzin & Lincoln, 2008, p. 34). However, the findings may be useful to 
other similar settings (Parahoo, 1997, p. 150). The sites and subjects were chosen for 
reasons of accessibility, potential richness of data, established trust, and absence of 
ethical hazards (Marshall & Rossman, 2006, pp. 62, 77).  
The researcher's pedagogical style is strongly influenced by a graded literacy-
based Australian Music Examination Board—AMEB—music theory and performance 
training, combined with later specialist training in Kodaly and Orff methodology. 
Whereas the author encourages and instructs students in music literacy, his teaching 
practice also includes resources, materials and techniques accessible to “non-literacy” 
music programs. The perceptual lens adopted within this project may have some 
unintended impact upon the research setting, despite concerted efforts to minimise 
that occurrence (Corbin & Strauss, 2008, p. 11; Denzin & Lincoln, 2008, p. 28; 
Maykut & Morehouse, 1994, p. 66; Yin, 2011, p. 270). On the other hand, the 
similarity of background shared by the participants and the researcher offers benefits 
to the enquiry, including a common language, and familiarity with the terminology 
and the environment (Bogdan & Biklen, 2007, p. 202; Corbin & Strauss, 2008, p. 80; 
Maykut & Morehouse, 1994, p. 72).  
The research literature comments at length upon preparing for unpredictable 
outcomes, or for things not proceeding as planned (Stake, 2008, p. 132). This project 
was almost derailed on two separate occasions by unforeseen events impacting 
directly upon the subject of the research. On the first occasion, the university music 
department closed, necessitating enrolment in another institution. Upon 
commencement of the PhD at a new university, the music department undertook a 
major restructure that involved the loss of several staff, including the project’s 
supervisors.  
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Quite apart from the personal upheavals, each of these events impacted upon 
the training and supply of music teachers, which in turn has affected the standard of 
music education in Australian schools. These issues feed directly into emergent 
themes within the literature review pertaining to teachers’ level of preparation, 
curriculum resource needs, and the educational requirements of music compositions. 
The outcomes of the literature survey make it clear there is no such thing as a 
common “base” level, or set standards of music education across Australian primary 
schools. Whereas the researcher values the reading and writing of music notation and 
the understanding of musical theory, he sets aside personal opinions in listening to 
others describe their music education practices and ideologies (Maykut & Morehouse, 
1994, p. 123). This inquiry seeks to solve some of the issues identified in the literature 
and in the research itself through creativity and innovation. 
1.3 Interviews and ethics 
1.3.1 Sample size 
Of the five primary teachers interviewed in this study, two were classed by the 
Victorian Institute of Teaching as music specialists, and three as generalist teachers.7 
In order to fill shortcomings in the literature, this research aimed to determine what 
materials specialist and generalist teachers look for when selecting compositions. 
With a view to investigating the attributes and functions of compositions written 
specifically for primary music education settings, the interview sample includes five 
prominent composers of music for primary education environments. Both Creswell 
and Clark (2011, pp. 173-174) and Maykut and Morehouse (1994, p. 58) stress the 
importance of enlisting knowledgeable experts. Furthermore, Vogt and Gardner 
(2012, p. 148), Bodgan and Biklen (2007, p. 72) and Glaser and Strauss (1967, p. 30) 
maintain that quality is more important than quantity in interview sample selection 
size:  
In terms of the number of participants, rather than select a large number of people or 
sites, the qualitative researcher identifies and recruits a small number that will 
provide in-depth information about the central phenomenon or concept being 
explored in the study. Typically when cases are studied, a small number is used, such 
as 4 to 10. (Creswell & Plano Clark, 2011, p. 174) 
                                                
7 A specialist music teacher is one with a base level of AMEB Grade 6 instrumental, or Year 12 
Music, as well as a substantive sequence of instrumental and theoretical studies in their undergraduate 
degree. A generalist music teacher is any trained teacher without those credentials (VIT, 2008, p. 4). 
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1.3.2 Interview protocols  
The selected combination of interviewees offer a diverse and representative overview 
of the compositional design and purpose preferences of key practitioners (Yin, 2011, 
p. 88). In so doing, this enquiry sheds light on the central concept under investigation 
(Bogdan & Biklen, 2007, p. 72; Creswell, 1994, p. 122; Creswell & Plano Clark, 
2011, p. 173; Vogt & Gardner, 2012, p. 157). Each participant was initially contacted 
via telephone. Consent forms, ethics and interview conduct explanation sheets, and a 
list of the interview questions were subsequently sent by email. Each of the 
interviewees was informed that the interviews should preferably not take place in 
their homes, but at a suitable time in a reasonably private, neutral location (Vogt & 
Gardner, 2012, p. 259). The teachers were interviewed after school teaching hours, 
within their regular classrooms. These environments offered privacy, and allowed the 
teachers to locate or demonstrate resources (Vogt & Gardner, 2012, p. 121). Two of 
the composers were interviewed in their workplaces. Other composers suggested the 
interviews take place at their homes, and one of these practitioners was interviewed 
via Skype.8 
This inquiry was conducted in accordance with ethics approvals and 
guidelines: University of Wollongong approval number GH:LP HE 10/437 (Eisner, 
1991, pp. 220-226). The research ethics design addressed issues of coercion, 
voluntary cooperation, privacy, confidentiality, respect, written consent, ability to 
withdraw from the study, data removal and security, and the reporting of research 
findings (Bogdan & Biklen, 2007, p. 49; Marshall & Rossman, 2006, p. 90). Several 
researchers including Bogdan and Biklen set out the two key principles of ethical 
research thus: 
1. Informants enter research projects voluntarily, understanding the nature of the study and 
the dangers and obligations that are involved.  
2. Informants are not exposed to risks that are greater than the gains they might derive.  
(Bogdan & Biklen, 2007, p. 48) 
 
Each of these criteria were conveyed to the participants through verbal 
explanation and in a written format. Ethics forms were completed for the school 
regional authorities, and permission was obtained from the principals of each school 
involved (Bogdan & Biklen, 2007, p. 87; Creswell & Plano Clark, 2011, p. 173). The 
interviews were conducted with the same order of questions within each interview 
                                                
8 Vogt and Gardner (2012, p. 43) suggest that in light of modern advances in communications—such 
as skype—traditional interview methods appear to be outdated. 
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(Vogt & Gardner, 2012, p. 35). Each interview ran for between 45 minutes and one 
hour (Yin, 2011, p. 131) and interviewees consented to the recording device being 
placed on a table nearby (Vogt & Gardner, 2012, p. 32). In order to reciprocate the 
good-will shown by the interviewees and to acknowledge their professional 
collegiality and the time offered for the interviews, I frequently sent them educational 
resources after the conclusion of the interviews. The interviewees did not know 
beforehand that they would receive these resources (Marshall & Rossman, 2006, pp. 
78, 91).  
1.3.3 Interviews with music teachers 
The interviews employed a three-stage format modelled on a design by English 
(2004). The introductory questions addressed music teacher training, breadth/content 
of school music teaching load, and curriculum focus at each level of primary 
education. The middle section sought details of compositions used and teachers’ 
evaluations of their suitability, while the third portion probed ways teachers respond 
to peer music culture. In closing, I asked the interviewees to volunteer any further 
comments (Bogdan & Biklen, 2007, p. 55; Corbin & Strauss, 2008, pp. 72, 152; Vogt 
& Gardner, 2012, p. 39).  
1.3.4 Interviews with composers 
The questions addressed to composers followed a similar format. The first interview 
segment explored their training as educators and composers, as well as details 
regarding the context or pedagogical focus of their compositions. The second 
component of the interviews looked at the selection of texts, the assessment of 
features demonstrated by successful compositions, the personal aims and objectives 
of teachers using their material, and the challenges faced by composers within the 
educational domain.  Finally, the composers were asked to identify how they respond 
to children’s peer music culture, and whether they would like to add further 
comments.  
1.3.5 Interviewee anonymity 
The identities of the participants have been strictly safeguarded throughout this 
research project. All identifiable traits have been removed from the transcripts, and 
singular and collective references to the participants in the interview chapters use the 
generic pronoun “they”, instead of “he” or “she” (Marshall & Rossman, 2006, p. 90; 
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Punch, 1994, pp. 88-89). The context and wording of the write-up makes it clear 
when one or several participants are under discussion. For example, when speaking of 
a single composer, “...one composer expressed the view that they had a good grasp of 
jazz idioms”. The letters of introduction, the consent forms and the interview 
questions employed in this study are contained in Appendix A on page 154. 
1.4 Survey of teaching resources 
Given the ready availability of educational composition resources, and the volume of 
potential data pertaining to this research within such materials, a survey of over 1000 
compositions currently employed within primary school education environments was 
undertaken. For the purposes of this study, compositions from the three primary 
music resources most widely cited by participants were selected: ABC Sing, Music 
Room and Upbeat. Australian authors produced all of these resources, although in 
some cases, the compositional content may have originated overseas.  
Supplementing interview data with the analysis of documents is widely 
advocated in the qualitative research literature (Denzin & Lincoln, 2008, p. 23; 
Marshall & Rossman, 2006, p. 107; Patton, 1990, p. 10; Yin, 2011, p. 147). All 
musical attributes, such as key, range and meter were empirically quantified 
(Silverman & Marvasti, 2008, p. 270). A fundamental consideration in the 
examination of compositions was a rigorous, logical and reliable interpretation. That 
is to say, an assessment of these musical works that could be replicated by another 
researcher on other works, resulting in similar outcomes (Marshall & Rossman, 2006, 
p. 108). The instruments and procedures employed in this survey are set out in full in 
Chapter Five. The researcher examined documentation accompanying the surveyed 
compositions—such as teaching instructions—in order to rigorously determine the 
musical and pedagogical goals of these pieces. 
1.5 Data analysis and reliability 
1.5.1 Interview coding 
The recordings of interviews were not all transcribed in full (Strauss & Corbin, 1990, 
p. 30). Transcriptions were often condensed, retaining the respondent’s own words 
and their meaning (Vaughn, Schumm, & Jane, 1996, p. 33). “Reading into” or the 
embellishing of interview transcripts was not attempted at any stage of the research 
(Dillon, 2001, p. 100). All issues raised were included in the condensed transcript, 
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and no such concerns were excluded (Bresler & Stake, 1992, pp. 77, 79). 
Immediately after each interview, the responses were transcribed. Each transcription 
was separated into a table, placing each sentence alongside their most relevant 
interview questions.  
The coding of responses was progressively refined into sub-headings for each 
question, since answers to any one question could range across classroom instruction, 
choir, instrumental instruction or music computer technology (Creswell & Plano 
Clark, 2011, p. 205; Marshall & Rossman, 2006, p. 156). Separate sub-headings were 
created for each of these responses, and for any other categories, thus expanding the 
12 questions into 34 sub-categories (Bogdan & Biklen, 2007, p. 186). The interview 
coding contains an audit trail, by means of audio track-number listings against each 
response. A table of the interview coding is included in Appendix A on pp. 159-160. 
1.5.2 Resource survey coding 
The survey of compositions presented in Chapter Five was a metadata-coding 
exercise whereby the details of every song were entered into a spreadsheet, and 
subsequently coded according to several musical and pedagogical features, such as 
key, modality, range, rhythmic complexity, and pedagogical purpose. Within the data 
analysis, this spreadsheet was sorted in order to separate classes of songs. For 
example, those with a lowest note middle C and with no more than 2 sharps or flats, 
or songs with a key of less than 2 sharps or flats with simple rhythms and suitability 
for classroom percussion instrument performance. Thereby, the researcher was able 
to reliably determine the nature and quantity of the musico-pedagogical 
characteristics and functions of the surveyed sample (Bogdan & Biklen, 2007, p. 173; 
Creswell & Plano Clark, 2011, p. 205).  
Through a process of critical reflection, the interview data and the musical 
resources were compared and analytically converged. This process highlighted the 
compositional attributes desired by teachers, delineating those aspects within existing 
compositions and highlighting shortcomings in particular works (Bogdan & Biklen, 
2007, pp. 70-73; Creswell & Plano Clark, 2011, pp. 69, 215; Marshall & Rossman, 
2006, p. 159). The folio of original compositions accompanying the exegetical 
component responds to those findings by incorporating the desired, but under-
represented attributes that emerged within this project. Bresler and Stake (1992, p. 
85) speak of guarding oneself against personal and subjective evaluations of 
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interview responses and survey data: “excessive subjectivity in observations”, and  
“imprecise language in descriptions”. The evaluation of the selected compositions 
within the survey of teaching resources makes no judgement upon the compositional 
or musical merit of individual works.      
1.5.3 Data reliability 
Every effort has been undertaken to ensure scrupulous adherence to the research 
ethics protocols, the transparent reporting upon the data, and the provision of 
auditable trails by way of clear record-keeping, coding and file management 
(Silverman & Marvasti, 2008, p. 278). The potential for researcher bias has also been 
acknowledged, and steps have been taken to mitigate its impact on the enquiry. All 
text excerpts quoted or cited in the exegesis have been coded and stored as digital text 
files for ready access. Transparency, breadth, detail, and interconnectedness in all 
stages of the data gathering and reporting build credibility into the findings, enabling 
the research to withstand close scrutiny (Corbin & Strauss, 2008, pp. 299-301; 
Marshall & Rossman, 2006, p. 201; Yin, 2011, pp. 78-79).  
1.6 Folio of creative works 
The folio of works accompanying the thesis comprises five sets of a dozen original 
compositions (5 x 12) for primary school music classrooms. The compositions draw 
directly upon findings derived from the research. The folio is applicable to teacher 
training, and includes vocal and instrumental accompaniment-only digital recordings, 
printed and digital scores in many formats, and associated teaching notes. The folio 
also includes a large collection of supplementary, non-copyright primary classroom 
compositions that have been revised in keeping with the research findings. The 
survey of 1004 compositions (Chapter Five) explores the nature of these types of 
compositions in a more detailed manner (Bogdan & Biklen, 2007, p. 79). 
1.7 Significance and originality 
This research was initially motivated by an interest in composition, and in primary 
school music pedagogy utilising original works. At the outset of the research, 
extensive global database searches failed to locate theses or articles in scholarly 
periodicals on this topic. For example, an examination of 585 theses contained in the 
Biography of Australian music education research collection (BAMER: australian-
music-ed.info/BAMER/listing.html last updated on 18 November 2010) reveals no 
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research on this phenomenon originating in Australia. Taken collectively or 
separately, the exegesis and portfolio make a significant contribution to our 
understanding of the role of compositions in primary music education environments.  
This research will enable primary music educators and composers to critically 
evaluate their composition selections and decisions in a new light. Furthermore, these 
research findings aim to motivate such practitioners to ask “what does this piece 
teach us?”, “how does this piece teach us?”, and ultimately, “does this piece have 
musical or pedagogical value?” (Bogdan & Biklen, 2007, p. 217; Corbin & Strauss, 
2008, pp. 4, 305; Marshall & Rossman, 2006, p. 208; Maykut & Morehouse, 1994, p. 
60; Silverman & Marvasti, 2008, pp. 93, 404).  
In summary, this research chapter has outlined the theoretical basis framing 
the boundaries of the enquiry, the selection of target interview groups and interview 
questions, the choice of documents to be surveyed, and the analytical processes to be 
applied to the resulting data. The inquiry led to two outcomes: in the first instance, 
the production of an exegesis that establishes the context and breadth of the inquiry, 
the research processes employed, and the conceptual framework of the field of 
investigation; the second outcome of the research is the creation of a folio of original 
compositions for primary education settings whose structure is informed by the 
findings. The main task of the project was to locate and define the shortcomings in 
our existing knowledge of compositions used within Foundation to Level 6 primary 
music programs, and to develop a conceptual framework facilitating the creation of 
compositions that are both pedagogically and musically effective in the primary 
music classroom setting. The literature review presented in Chapter Two sets out the 
context of the inquiry, and begins the process of constructing a theoretical model of 
effective primary music compositions. Chapters Three, Four and Five further refine 
the model through the presentation of a critical analysis of interview responses, and 
the findings from a survey of primary music teaching resources.  
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CHAPTER TWO: REVIEW OF LITERATURE 
The literature review examines research relating to primary education environments 
including school-based issues such as administrative priorities, timetabling, funding 
and resources, teacher training, teacher efficacy and students’ needs. It also reviews 
research pertaining to music curricula, including compositional processes in the 
context of primary school music education. Literature applicable to teaching methods 
and styles is also explored. Finally, the review examines the compositional 
preferences within the Kodaly, Orff, and Musical Futures methodologies. The chapter 
concludes with a critical analysis of the themes emerging from each field in the 
literature, and includes an assessment of the musical and pedagogical ramifications 
on teachers' compositional requirements of such themes. 
2.1  The school environment 
While the primary school music curriculum in Victoria allows teachers considerable 
flexibility and control over their teaching methods and lesson content, the findings 
outlined in Table 1 on page 30, reveal that promotional expectations, administrative 
constraints, timetabling frameworks, and the physical environment of the schools 
influence curriculum content and classroom repertoire choices. The music education 
research discussed in this survey addresses numerous school-related concerns of 
music teachers regarding the public display and advertising roles of music programs 
(Ballantyne, 2005, p. 177; Chadwick, 2000, p. 168; English, 2004, p. 24), time 
allocation (Crowe, 2006, p. 90; Lierse, 1998, pp. 114-116; Petrova, 2005, p. 200), and 
resources and facilities funding (Dillon, 2001, p. 226; Lierse, 1998, pp. 56, 176; 
Russell-Bowie, 1997, p. 4). Each of these issues will be addressed separately, in order 
to determine their potential ramifications upon the musical and pedagogical design of 
compositions in primary education settings. 
2.1.1 Promotional role of music 
There are many accounts of conflicted school music policies evident within the 
literature. These resources describe the competing forces of curriculum quality, and 
public promotion and display. Liora Bresler describes music as a component both 
central and peripheral to the school program (cited in Newton, 2008, p. 65). Music is 
central because of its public display, marketing and prestige potential. Yet it remains 
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on the periphery due to its constrained timetabling (de Vries, 2011, p. 3; de Vries, 
2014, p. 7; English, 2004, p. 24). The annual school production often constitutes the 
entire performing arts program, thus further compromising music curriculum (Crowe, 
2006, p. 207; English, 2004, pp. 24, 74; Lierse, 1998, p. 235; Newton, 2008, p. 65; 
Watson, 1999, p. 180). 
 
 Table 1. A thematic summary of primary school music programs 
 
2.1.2  Time allocation  
Primary schools in the researcher’s school district go to great lengths to ensure that 
students receive regular music lessons. It is not uncommon in smaller schools for the 
entire student cohort to be taught over the course of a single day. Such tuition is 
frequently undertaken by a part-time teacher in a punishing succession of 30-minute 
music lessons. The “crowded curriculum” squeezes music into the margins of the 
timetable within the bounds of teacher training, and within schools themselves.9 
Thus, “85% of students do not receive a good primary music education” (Lierse, 
1998, p. 210). The results of Heinrich’s survey—conducted in 2010—of every non-
metropolitan Victorian primary school (847), found that 38% do not have music 
classes (Heinrich, 2012, p. 77). While Crowe (2006) and Petrova (2005) examined 
the secondary school domain, it is pertinent to note that their research revealed that 
between 28% and 50% of secondary schools do not have classroom music programs 
(Crowe, 2006, p. 90; Petrova, 2005, p. 200). The most recent comprehensive survey 
of Victorian secondary music programs by Anne Lierse in 1998 indicated that 75% of 
                                                
9 Russell-Bowie (2009, p. 23), Garvis (2010, pp. 2, 19), de Vries (2011, p. 18; 2014, p. 11) and 
Temmerman (2005, p. 114)  describe the time and resource ‘squeeze’  experienced by school music 
programs, particularly in relation to literacy and numerous subjects.  A similar phenomenon is noted 
within university education departments. 
2.1 The school environment 
Codes Themes 
2.1.1 Promotional 
role of music 
There is a common expectation that music will fulfil a public 
performance and promotional role. These roles can overtake or 
replace the classroom developmental music program. 
2.1.2 Time 
allocation 
Music is typically allocated 1 session of 30 - 50 minutes per 
week. 38% of Victorian non-metropolitan primary schools have 
no music program (Heinrich, 2012, p. 77).  
2.1.3 Music 
teaching facilities 
Music often does not have a functional/dedicated teaching 
space. The space is often dimensionally and acoustically 
unsuited to practical music activities.  
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students had music classes in Year 7, compared to 25% of students in Year 10 
(Lierse, 1998, pp. 112-116).  
2.1.3  Music teaching facilities 
Noise, the dimensions of rooms and class sizes are significant physical environment 
issues requiring exceptional class management skills (Ballantyne, 2005, p. 149). 
Dillon’s (2001) survey suggested many classes were conducted in shared rooms full 
of tables and chairs, making performance activities difficult (Dillon, 2001, p. 226). 
Reflection upon decades of personal experience reveals the high-volume levels 
encountered in the act of music teaching; the unsuitable acoustics of many teaching 
spaces can make it unbearably so. For instance, twenty-six beginner recorder players 
present a particularly potent acoustical challenge.  
2.2 Teacher skill levels 
This survey reveals numerous theses and articles devoted to the efficacy of music 
teaching. That is, research devoted to training and workplace effectiveness. However, 
the literature does not clearly differentiate between the classroom performance 
measures of generalist versus specialist-trained primary music teachers. The 
following section examines research into teachers’ musical and instructional 
knowledge and expertise.  
2.2.1 Teacher training 
Table 2 on page 32 summarises the themes revealed in the literature regarding teacher 
training. The literature investigating skill levels deals at length with perceived poor 
teacher performance and the inadequacies of music teacher training (Chadwick, 2000, 
p. 170; Petrova, 2005, p. 212; Russell-Bowie, 1997, p. 4; Temmerman, 2006, p. 274). 
The issue of shortcomings in teachers’ musical abilities and pedagogic skills are also 
regular themes within the literature (Ballantyne, 2005; Heinrich, 2012; McKay-
Brown, 1999; Newton, 2008).  
In Ballantyne’s study, music specialist teacher trainees report deficiencies in 
their music and pedagogical knowledge, and insufficient strategies to make their 
music teaching meaningful, useful and practical (2005, p. 115). As Liora Bresler 
states, “teachers cannot teach what they themselves have not learned” (Bresler, 1996, 
p. 32). The surveyed educational practitioners describe feelings of un-ease at their 
inability to demonstrate aspects of performance practice, due to insufficient practical 
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music skills (Baker, 2007, pp. 41-42; Kane, 2001, pp. 11-14; Petrova, 2005, p. 217). 
Susan Crowe suggests the ability to perform music should be seen as a reasonable 
minimum requirement of music teachers:  
...course content for music education in pre-service teacher education courses needs to ensure 
that teachers are competent in their own personal music knowledge, understanding and skills, 
in other words that they can make music themselves. (Crowe, 2006, p. 78)  
 
Table 2. Themes within the literature related to primary school music teachers 
 
There are no music pre-requisites for any Foundation to Year 10 Bachelor of 
Education teacher training course in Australia. As of late-2009, most Victorian 
Foundation to Year 10 Bachelor of Education/Teaching courses contained 15 hours 
compulsory music education training. The University of Melbourne was the 
exception with a minimum of 30 hours. A table showing the results of a 2009 online 
search of music subject hours in Victorian university teacher training courses is 
included in Appendix B on page 165. A 2012 study indicates that in most cases, 
music is just one of many arts areas within a compulsory single arts subject 
(Heinrich, 2012, pp. 83-87).10 Ballantyne describes the shift towards a “social 
efficiency” model of teacher training that places an emphasis on the fulfillment of 
                                                
10 Numerous studies provide accounts of the minimal and inadequate music training offered to 
generalist primary teachers within their undergraduate degrees (Alter, Hays, & O’Hara, 2009, pp. 5, 
18; Biasutti, 2010, p. 49; de Vries, 2011, p. 10; Garvis, 2012, p. 125; Garvis & Pendergast, 2010, pp. 
3, 11; Joseph & Heading, 2010, p. 84; Klopper & Power, 2010, p. 5; Russell-Bowie, 2012, pp. 61, 64; 
Temmerman, 2006, p. 275; Wiggins & Wiggins, 2008, p. 12) 
 
2.2 Teacher skill levels 
Codes Themes 
2.2.1 Teacher training  There are no music pre-requisites to generalist primary 
teacher training. Most generalist trainee teachers have no 
prior music expertise. Only a small minority of generalist-
trained teachers have music performance skills. All 
generalist teachers are fully qualified to teach primary music 
classes. 
2.2.2 Pedagogical 
skills levels 
Both specialist and generalist teachers feel inadequately 
trained in pedagogical skills. 
2.2.3 The nature of 
music teaching  
The interviewed teachers are often unassisted in teaching 
multiple classes across all seven levels of primary music. 
Generalist teachers are least likely to use instruments or 
music notation in their music teaching. Primary music 
classes mostly include singing, moving and dancing. The 
most frequently used piece of equipment in music classes is 
the stereo.   
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professional standards, at the expense of subject and discipline-specific knowledge 
(Ballantyne, 2005, p. 12). As perhaps one way of circumventing this dilemma, 
schools place greater emphasis on student-led learning than on explicit teaching in 
music classes (Watson, 1999, p. 52).  
In the absence of up-to-date figures on teachers’ music skills levels in the 
literature, generalist teacher training students at La Trobe University were surveyed 
as part of this research project. Those surveyed were commencing their second-year 
compulsory arts subject from 2009 to 2012. The survey instrument requested details 
of any grades attained in music study, music subjects undertaken at years 11 and 12 
as well as ungraded and recreational instrumental playing, and music reading ability. 
The results of the 813 completed surveys cannot be regarded as being representative 
of the wider population, since the teaching faculty is located 160 km from 
Melbourne. However, the results indicate that for this large cohort of students, the 
great majority entered teacher training with little or no pre-existing music expertise.  
Table 3 offers a brief summary, and the complete results of the surveys are 
included in Appendix B on page 161. Of the students surveyed, 72% had very little, 
or no pre-existing music competencies, and approximately 16% possessed varying 
degrees of music-reading ability. Less than 5% had attained a standard of Grade 4 
AMEB on an instrument. In comparison to males, a far greater proportion of female 
students had prior music training. All students graduating from this course could 
potentially11 teach music classes to Year 10, having undertaken 10 x 1.5 hour 
sessions focussed on primary music skills and teaching methods. The small number 
of students who reported having less than 2 years music education have been 
included in the beginner group in Table 3 on page 34, since in most cases, those 2 
years were undertaken in early primary school. The number of surveys for each year 
is indicated (N = 215: Number of respondents = 215). The smaller number of 
respondents in 2012 was due to the absence of one of the seven tutorial groups at the 
time of the survey. 
2.2.2 Pedagogical skill levels 
Since pedagogy is the processes and techniques of teaching discipline skills, it stands 
to reason that a teachers’ level of music teaching proficiency will be largely 
determined by their personal level of music expertise. Furthermore, their ability to 
                                                
11 Students may receive either primary or primary/junior secondary level qualifications. In either case 
however, they will be eligible to apply for positions that involve teaching classes to Year 10. 
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develop skills in music methodology techniques will be constrained by the limits of 
their own musical understandings. A report in the Age newspaper on 18 January 2013 
revealed scores for entry into teacher training at one Victorian regional university 
within the 43rd percentile level of Year 12 results: ATAR score = 43 (The Australian 
Tertiary Admission Rank) (Priess & Butt, 2013). Undergraduate generalist primary 
teachers enter their training with instrumental and music theoretical knowledge 
ranging from none whatsoever, to associate diploma level and beyond. Within a 
single 10-week compulsory arts subject, the tertiary music education system is tasked 
with developing the musical and pedagogical skills of all of those students to a level 
that will equip them to competently teach Foundation to Year 10 level music classes.  
 
Table 3. Musical proficiency levels of second year teacher trainee students  
 
Julie Ballantyne’s research elaborates on music teachers feeling ill-equipped 
to link discipline-specific and pedagogical practice (Ballantyne, 2005, pp. 115, 132, 
135, 207; 2007). Occasionally the research is supplemented by the development of 
resources that address shortcomings within the curriculum (Crowe, 2006). Deidre 
Russell-Bowie and Anne Lierse highlight the issue of teaching efficacy in non-
metropolitan areas in their research. Their findings report on the evident decrease in 
the quality of music education as distance from metropolitan centres increases. This 
phenomenon becomes increasingly apparent beyond Grade 3, and critically so at 
secondary level (Lierse, 1998, pp. 112-116; Russell-Bowie, 1997). 
2.2.3 The nature of music teaching 
Primary and secondary school music programs can flourish or collapse on the basis of 
a single music teacher’s skill (Chadwick, 2000, p. 570). The literature suggests 
relatively few recent graduate primary teachers are capable of taking developmental 
Years of graded and ungraded 
musical experience 
2010  
(N = 215) 
2011 
(N = 206) 
2012 
(N = 188) 
2013 
(N = 204) 
 No. % No. % No. % No. % 
>= Grade 4 AMEB  9 4.2 8 3.9 11 5.9 8 3.9 
>= 5 years & music readers  
(Includes those with  >= Grade 4 
AMEB above)  
25 11.6 18 8.7 22 11.7 17 8.3 
In between ⇑  ⇓  42 19.5 39 18.9 36 19.1 24 11.7 
<= 2 years 148 68.8 149 72.3 134 70.2 155 76.0 
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music classes; one survey gives a figure of 9% (Crowe, 2006, p. 116). The La Trobe 
second year student questionnaire suggests a lesser figure. The surveyed literature 
reveals that most inexperienced teachers do not have the music pedagogy expertise or 
composition skills to create their own year-long music programs (Watson, 1999, p. 
225). The most common activities are singing familiar songs, singing new songs, as 
well as moving and dancing. The least common events are playing instruments, and 
reading and writing music (de Vries, 2011, pp. 17-18; Petrova, 2005, pp. 225-226; 
Wiggins & Wiggins, 2008, pp. 13-17).  
Generalist teachers frequently avoid music literacy activities (McKay-Brown, 
1999, p. 58). In Susan Crowe’s findings, only 13% of classroom music teachers 
regularly employed instruments within their pedagogic processes. She also suggests 
that it is possible to coordinate an entire program of music lessons through a CD 
player, or a laptop computer and a set of speakers (Crowe, 2006, p. 164). It is 
therefore hardly surprising that teachers voice their most significant pedagogical 
needs as fully articulated curriculum packages of ready-to-teach lessons (Ballantyne, 
2005, p. 144; Crowe, 2006, p. 173; Lierse, 1998, p. 256; Petrova, 2005, p. 212).12  
The singular role of the primary school music teacher entails challenges not 
typically encountered by regular classroom teachers, who usually have a single class 
to manage, or they team teach across two or more classes. In a similar manner to 
specialist physical education and art teachers, music teachers may be required to 
teach 12 or more different class groups in any week, in relative isolation. Unlike their 
fellow classroom teachers, music teachers may be required to teach children at every 
developmental level from Foundation to Year 7 over the course of a single day. 
Ballantyne describes the new music teachers’ baptism by fire as follows: 
Signs of ‘praxis’ shock among early-career music teachers that are related specifically to 
experiences unique to classroom music teaching: physical and professional isolation within 
the school, no music curriculum in place at the school, high workload and multiple 
responsibilities associated with the extra- curricular music program and, responsibilities 
associated with promotion of the school through music. (Ballantyne, 2005, p. 177) 
 
As supported by the literature, the nature of the music teacher's job—
marshalling an energetic class group in instrumental and vocal activities—presents 
challenges not normally faced by regular classroom teachers (Ballantyne, 2005, p. 
149; Joseph & Heading, 2010, p. 82; Lierse, 1998, p. 198; Wiggins & Wiggins, 2008, 
                                                
12 Wiggins (2008, p. 12) found that 283 of the 300 teachers surveyed utilized commercially produced 
primary music resources. 
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p. 21).13 Managing a music room full of enthusiastic instrumentalists often requires 
skills normally exhibited by physical education and sports teachers (Yourn, 2000, p. 
186). Music teachers are often deemed to exhibit low-level classroom management 
skills (Ballantyne, 2005, p. 48). The following statement is typical of many similar 
accounts recalled in discussions with newly recruited music teachers: 
Observation was not possible because these other teachers were general classroom teachers, 
whereas I was a music teacher and worked alone as a music teacher. Many general classroom 
teachers had the opportunity to learn from each other because they taught in a double teaching 
area in which team teaching was encouraged. I was not afforded this opportunity because I 
worked in isolation, being the only class music teacher in the school. (de Vries, 2000, p. 176) 
2.3 Students and Parents 
The ultimate objective of the music program is the music education of students. As 
McKay suggests, primary music programs can play a crucial role in establishing a 
child's musical prospects, since developmentally, the critical starting age for music is 
4-9 years of age (McKay-Brown, 1999, p. 49). The importance of music programs in 
all schools—government and private—is borne out in Felicia Chadwick's research. 
Chadwick’s conclusions suggest socioeconomic status does not of itself determine 
musical potential (Chadwick, 2000, p. 818). That is to say, given adequate 
opportunities early in life, students from every socioeconomic level are inherently 
capable of musical mastery. 
 
Table 4. An overview of themes pertaining to students and parents 
 
2.3.1 Students’ skill levels and learning preferences 
Many students enter Year 7 with music knowledge and practice at AusVELS Level 1 
(Foundation/Grade 1 standard) (Watson, 1999, p. 232). Music figures prominently in 
                                                
13 Joseph & Heading (2010, p. 83) state that “...the more creative the activity, the greater the need for 
structure, rules and consequences for poor behaviour.” 
2.3 Students and Parents 
Codes Themes 
2.3.1 Students’ 
skill levels and 
learning 
preferences 
The wide variability of student skill levels, teaching content and 
quantity mitigates teachers’ ability to conduct developmental 
programs, and precludes uniformity of music skill levels 
between schools.  
Students prefer being actively engaged in music classes and 
performing on instruments. They prefer to listen to and perform 
their own peer music. 
2.3.2 Parents Parents can choose private music tuition for their children, thus 
bypassing the school music program. 
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young students’ lives, and listening to music is one of their major leisure pastimes 
(Lierse, 1998, p. 211). The combined effects of diverse backgrounds, experiences and 
attitudes creates significant curriculum challenges for teachers (Lierse, 1998, p. 56; 
Watson, 1999, pp. 218, 232). Students wish to study music relevant to their own lives 
(Lierse, 1998, p. 256), and their greatest preference is for performing activities. They 
appreciate being given challenging and achievable music activities, and dislike 
chaotic music classes (Dillon, 2001, p. 170; Newton, 2008, p. 84). Listening to music 
deemed to fall outside of their peer culture rates the lowest (Kirchhubel, 2002, p. 152; 
Lierse, 1998, p. 212; Newton, 2008, p. 104). They welcome teachers who actively 
participate in music making, take risks and admit their own shortcomings (Dillon, 
2001, p. 227).  
Students in upper primary level can be very insistent on the inclusion of 
familiar styles of popular music.14 Consequently, the music curriculum is strongly 
influenced by popular music, and the pressure to entertain (Chadwick, 2000, p. 539; 
Lierse, 1998, p. 18). If teachers are to include this music within classes, it is relatively 
easy to locate video files of MTV performances, and lyrics online. Without advanced 
aural and arranging skills on the teacher’s part, it is difficult to perform the music any 
differently to the way in which it is presented on video footage, with associated 
gestures and accents.  
2.3.2 Parents 
The support and commitment of parents and the community are seen to play a 
significant part in the success of a school music program; greater even than that of 
the school administration (Parker 1990 cited in Lierse, 1998, p. 83; Temmerman, 
2005, p. 116). Many parents often rely solely upon school music programs for their 
children’s music education. If parents are not happy with the music program, 
however, they frequently seek out extra-curricular music academies and private 
tuition for advanced instrumental study, thus supplementing, or in some cases 
bypassing the school music program altogether (Chadwick, 2000; Kirchhubel, 2002).  
The findings from the literature regarding schools—administration, facilities, 
music priorities and timetabling—describe a tough teaching environment in which 
teachers are stretched in endeavouring to satisfy the varying needs of the school, the 
students and the parents. The literature regarding teachers’ training for the role 
                                                
14 Temmerman (2005, pp. 115-117) and de Vries (2010, pp. 4, 14) report on the ongoing tension 
between students’ popular musical preferences and classroom music practices.  
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likewise describes a compromised arts-training schedule in Victorian and Australian 
teacher training faculties. In an effort to teach competency in all arts areas in a short 
space of time, students attain a superficial knowledge of each discipline area, and a 
concomitant inadequate level of pedagogical competency. The effect of low levels of 
pre-existing music skills, and insufficient discipline-specific instruction exacerbates 
teachers’ ability to pass on knowledge to school students. The system thus finds itself 
in a negative feedback loop, wherein currently under-skilled students become the 
next generation of teachers. The impact of these findings on teachers’ repertoire 
requirements are outlined in the summary of Part One, immediately following the 
conclusion of Chapter 2. 
2.4 Primary school curriculum and pedagogy 
Mandy Stefanakis and Amanda Watson examined the theories and influences 
underlying the Government Curriculum Standards Framework Arts (music) 
statements, first and second versions, CSF-I (1995) & CSF-II (2000), and detailed the 
many unfavourable reactions of teachers to these statements. Watson (1999) explored 
criticisms of the first CSF statement (1995), arguing against the “myth” of arts as a 
unified subject. For example, “creating” activities are easy to include in visual arts, 
but far more complex to introduce in music. The wording of the CSF-1 suggests 
students learn “about” the arts, rather than participating “in” the arts. The author 
claims it is not possible to write a document for generalist and specialists; as a default 
CS-1 is written for the former, which antagonises the latter. The content and 
assessment requirements are vague and unspecific, and have no connection with the 
Year 11 and 12 music curriculum.  
Stefanakis (2003) argues against the primacy of the aesthetic value of music 
promoted by music education theorists such as Dewey (1959) and Reimer (1970). 
She is in favour of what she calls “aesthetic activity”, in a similar manner to “praxis” 
as espoused by later theorists Elliott (1995) and Swanwick (1994). Furthermore she 
takes issue with the emphasis on obtaining students’ “emotional response” to music 
in curriculum statements, as opposed to seeking a more rigorous theoretical and 
analytical response. These researchers proposed enhancements for future curriculum 
statements—none of which were followed up in the later VELS 2005 document. 
More recent research exploring Government school music enquiries echoes these 
criticisms, and continues to propose the implementation of improved discipline-
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specific training and curriculum (Heinrich, 2012). 
 
Table 5. The primary school arts curriculum (AusVELS) thematic summary 
 
2.4.1 Praxis 
Recent music education theory posits the central importance of students’ practical 
involvement (Daugherty, 1996; Elliott, 1995). Roy, Baker and Hamilton (2012) 
outline the following characteristics of such praxial pedagogies which: 
• reflects the real world of arts practice and authentic arts processes 
• occurs as a distinct human activity through all of the senses; it is fundamentally an activity that 
is done (in the sense of being a practical, intentional and conscious action) by learners 
• is situated in, and explores the arts of many cultures and their diverse forms of expression and 
communication; in this sense it is both an end (as cultural understanding) and a process 
• involves the learner as an active arts maker and responder 
• is both a means for, and the result of, a learner agency. (Roy et al., 2012, p. 19) 
 
The tenets of the praxial approach are consistent with theories of teaching and 
learning proposed by theorists including Dewey, Bruner, Vgotsky, Gardner, and 
Sloboda.16 Praxial music education entails unity of theory and practice, with a focus 
on active learner participation and the combination of a structured and comprehensive 
curriculum, with opportunities for self-discovery. It acknowledges the importance of 
good teachers and parental input, as well as the learner’s own motivation, self-
direction and responsibility for their learning. David Elliott (2007; 2012) proposes an 
                                                
15 See Pritchard (2005) for an overview of prominent theories of learning. 
16 For a comprehensive overview of the relevance of pedagogical theories of Dewey, Bruner Vgotsky, 
Gardner, and Sloboda to music education see (Kirchhubel, 2002, pp. 39-69; McKay-Brown, 1999, p. 
63; Newton, 2008, pp. 45-55) 
2.4 Primary school curriculum and pedagogy 
Codes Themes 
2.4.1 Praxis Praxial music education advocates the active involvement of 
students as music makers and responders. The principles of the 
praxial music education paradigm are echoed in general theories of 
learning.15 
2.4.3 
Foundation to 
Year 10 arts 
curriculum 
(AusVELS) 
AusVELS does not mandate instruction in traditional music 
discipline skills and concept knowledge. Curriculum that includes 
music making—vocal or instrumental, listening to music and 
talking about it—will fulfil all curriculum requirements. Music 
may be taught as a part of a composite cross-arts subject from 
Foundation to Level 4. AusVELS encourages the use of 
technology such as touch-screen tablets and notebook computers. 
Teachers are free to choose music curriculum content to suit their 
own music and teaching skill levels and preferences. 
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extended model of praxial music education that includes political activism, social 
justice, and communal well-being. 
2.4.2 The Australian national arts curriculum (ACARA) 
In 2013 the Arts (Music) curriculum underwent a transition from a state-based to a 
single national curriculum covering every Australian state and territory. The 
curriculum being developed by the Australian Curriculum and Reporting Authority 
uses the acronym ACARA. A draft of the proposed national arts curriculum 
document—modelled very closely on VELS—was first issued in June 2012 
(ACARA, 2012). Music educators and the public were invited to offer commentary 
and to make suggestions for changes. In response to those suggestions, ACARA 
issued a 2nd draft in February 2013 (ACARA, 2013).  
Whereas the first draft made no mention of music terminology, the second draft 
sets out lists of musical concepts—for example, note values, time signature, beat, 
etc.— which form the music vocabulary of the infant, middle, upper primary, and 
secondary music curriculum. The contents of these lists share many features in 
common with those found in Kodaly methodology (Choksy, 1988). The wording of 
the content descriptions and elaborations backs away from any statement that 
children read rhythms or melodies; instead, students “talk about” music notation 
(ACARA, 2013, pp. 112-125). Since it is not yet published in a final form, further 
discussion of curriculum is limited to the current 2013 AusVELS document.  
2.4.3 Foundation to Year 10 arts curriculum (AusVELS) 
Until the ACARA national curriculum takers effect, Victorian primary music teachers 
must comply with the AusVELS arts curriculum statement (AusVELS, 2013). 
AusVELS includes eleven levels, Foundation to Year 10 (F - 10), replacing the 6 
levels of its predecessor. The content for arts subjects is essentially the same as VELS 
(2005). In creating the Victorian arts curriculum document VELS, its authors referred 
to established and experimental music teaching models including the Hungarian 
Kodaly method, Orff (Germany), Paynter (Britain), Schafer (Canada) and The 
Manhattanville Music Curriculum Project (USA)!(Watson, 1999, p. 17). Music is one 
of 5 arts strands in the AusVELS primary arts curriculum (Foundation to Level 6), 
which includes Art, Dance, Drama, Music and Media. Secondary (Years 9 and 10) 
includes an extra strand entitled Visual Communication.  
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AusVELS provides 2 broad headings that apply to all arts strands.  
1. CREATING and MAKING 
The Creating and Making dimension focuses on ideas, skills, techniques, 
processes, performances and presentations. (AusVELS, 2013, p. 3) 
 
2. EXPLORING and RESPONDING  
The Exploring and Responding dimension focuses on context, interpreting and 
responding, criticism and aesthetics. It involves students analysing and 
developing understanding about their own and other people’s work and 
expressing personal and informed judgments of arts works. (AusVELS, 2013, p. 
4) 
 
 
 
Figure 1. A visual representation of the principal components of music 
curriculum design 
 
The two headings correspond to broader music curriculum design, which can 
include all fields of study and practice of music in society (Choksy, 1980). “Creating 
and Making” is aligned with performing, improvising, arranging and composing, 
whereas “Exploring and Responding” is aligned with theoretical and analytical 
studies. The 2013 ACARA draft document proposes a reduction to two headings, 
MAKING and RESPONDING over eleven levels, from Foundation to year 10 (F - 
10).  
The “Creating and Making” and “Exploring and Responding” elements of the 
music curriculum can be further expanded to show how they embrace all areas of 
practice and study of music included in Choksy’s (1980) Creating curriculum in 
music.  
 
 
CREATING 
& MAKING 
EXPLORING & 
RESPONDING 
MUSIC CURRICULUM 
1. PRACTICE 
How to make music 
i. PERFORMING 
ii. COMPOSING 
2. THEORY 
How music is made 
i. CONVENTIONS 
ii. PHILOSOPHY 
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1. CREATING and MAKING.  
PRACTICE: How to make music. Vocal, Instrumental, Solo and Ensemble  
 
i. Performing*  
Music reading**  
Vocal / instrumental technique 
Improvising / extemporising 
Interpretation 
ii. Composing  
Compositional architecture / design 
Compositional sources / templates  
Scoring conventions 
 
2. EXPLORING and RESPONDING*** 
 THEORY: How music is made: Music theory, terminology and meaning 
 
i. Conventions  
Grammar:  Notation, terminology, rhythm, pitch, intervals, harmony 
Function:  Instrumentation, practical exigencies   
Form:  Thematic structure, compositional structure 
Style:  Periods, cultures, context, and genre 
ii. Philosophy 
Meaningfulness: Personal/social (emotional, cultural, spiritual 
significance) 
Function: Personal/social (listening and performing functions) 
 
* Primary classroom context: Classroom instruments, body percussion and voice. 
** Kodaly and Orff methods utilise time names and Solfa.  
*** Within the Kodaly method, theory is taught using demonstrable aural and 
performance procedures and processes, employing voice, body percussion, and 
classroom instruments. It is also taught using written and descriptive means. 
 
Like its predecessors, AusVELS contains no requirement that students learn 
musical terminology, or that they be assessed on any traditional music literacy, 
performance skills or musical concepts. The AusVELS document gives many open-
ended examples of how compositions might be utilised in music programs. For 
example:  
Level F: (Foundation) “Use body percussion, found and made percussion instruments and their 
voices to create a soundscape” (AusVELS, 2013, p. 7). 
Level 3: (Grade 3) “They reflect on their own and other people’s arts works (music) and ideas, 
identifying key features of works and performances from their own and other cultures, and 
discuss the function of the Arts in their community” (ibid:10).  
Level 5: (Grade 5) “Students listen to and discuss the mood created in selected advertisement 
jingles or sound tracks for a cartoon or a theme for a movie character, then using a variety of 
sound sources and a range of sounds they create two arrangements of group-devised music to 
convey two different moods” (ibid:13). 
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Foundation to Year 10 music teachers have the freedom to teach music in any 
way they choose, as they have been free to do since the introduction of the CSF-1 
curriculum (McKay-Brown, 1999, p. 61). Any approach which at the very least 
includes making music (singing or instruments), listening, and talking about music, 
will fulfil all AusVELS and ACARA (2013 draft) requirements. AusVELS gives 
schools the option of including music as part of a “cross-arts” program rather than a 
standalone subject. It encourages primary teachers to enmesh the arts, and to teach 
them as a single multidisciplinary unit. Furthermore, it advocates wider 
interdisciplinary linkages between the arts and non-arts subjects (AusVELS, 2013, p. 
4).  
Years 5 and 6 need only include two arts areas, which may not include music. 
Students’ use of digital teaching and learning platforms—such as computers and 
touch-screen tablets—is encouraged at every level of primary school (ibid., p.2). The 
document offers many broad statements covering the requirements of music and 
visual arts as a composite group, failing to adequately clarify the discipline-specific 
requirements. The following statement is derived from Level 6: Through “exploring 
and responding, students begin to develop a vocabulary of appropriate arts language 
they can use to describe and discuss the content and structural qualities of their own 
and other people’s arts (sic) works” (ibid., p.13).  
There are many similarities between AusVELS and earlier highly criticised 
pre-praxial, aesthetically-derived music curricula documents. For example the 
inclusion of statements eliciting children’s “emotive response to”, and “emotive 
portrayal of” music (Stefanakis, 2003, p. 122). By way of an example, “using ideas 
and concepts taken from themes, scenarios, narratives and visual stimuli, they 
experiment with ways of expressing and communicating ideas and feelings to 
particular audiences or for particular purposes” (AusVELS, 2013, p. 8). The style of 
the music to be performed, and the nature of the listening or analysis are not 
mandated in the curriculum statement. There is no requirement in AusVELS at any 
level—Foundation to Year 10—for classroom music teachers to instruct or to assess 
the following areas that are mandatory at Years 11 and 12 level: 
• Period, form and style. For example, the Baroque and Romantic periods, and the 
Impressionist style. 
• Aural skills, such as melodic transcription and the identification of intervals, 
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rhythm, meters, modes, chords, scales, and keys. 
• Musical analysis of elements including instrumentation, structure, form, 
ornamentation, performance intention, and expression. 
• Instrumental and vocal performance skills, such as music reading, instrumental 
technical facility, ensemble performance, improvisation, and performance 
presentation (VCAA 2010). 
In contrast to Foundation to the Year 10 music program, the Year 11 and 12 
music curricula are very discipline specific and intensive. They require high levels of 
music literacy, performance skills, and concept knowledge at entry level (Watson, 
1999, p. 203). As a consequence of the “open-ended” syllabus, primary classroom 
music curriculum design is extremely diverse. It may or may not have a literacy 
focus. For many students, the end of year arts production is the music curriculum. 
The musical skill levels, pedagogical training, and personal philosophies of music 
teachers ultimately determines which approach is used (Hughes, 2007; Russell-
Bowie, 1997). The following dot points offer some examples of curriculum options: 
Non-literacy based courses of music making and enquiry: 
• Modern and popular 
• Folk 
• Computer and internet/cloud based 
Literacy based courses: 
• Classical and popular AMEB music craft, and instrumental programs. 
• Kodaly 
Government schools in the researcher’s school region, and in many other 
Victorian municipalities, are exclusively primary (Foundation to Year 6), junior 
secondary (Year 7 to Year 10) or senior secondary (Years 11 and 12). This 
arrangement could be seen to exacerbate disjunctions in the music curricula at junior 
and senior levels. There is considerably greater continuity and sequence in the private 
comprehensive Foundation to Year 12 school of one of the interviewed teachers, 
particularly the transition through the upper primary into junior secondary continuum. 
2.5 Music teaching methods and resources 
Music methods such as Kodaly and Orff advocate the selection of compositions 
appropriate to the students’ cognitive and physical development level (Choksy, 1981, 
1988; Frazee, 1987; Szonyi, 1973). Each of these methods has their own 
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compositional preferences: Kodaly has a singing focus, Orff has an instrumental 
focus, and both share a large amount of material. The primary classroom music 
curriculum will commonly comprise a patchwork of Kodaly, Orff, commercial 
teaching kits, online resources, cross disciplinary thematic music, concert materials, 
and computer music packages that complement the music teacher’s personal teaching 
method and music skills (Heinrich, 2012, pp. 97-98) 
 
Table 6. Themes within the literature related to music teaching methodologies 
and resources 
 
2.5.1 Kodaly 
The over-riding objective of the Kodaly method is that students can hear the music 
notation they read, and can notate what they hear. Erzébet Szonyi, a noted Hungarian 
Kodaly practitioner, claims that “developing the inner ear to the highest degree is 
indispensable; one should be able to transfer notation immediately into sound and 
vice-versa in the mind, without recourse to an instrument” (Szonyi, 1973, p. 16). The 
two skills are developed in tandem. Their instruction in music literacy is built on a 
2.5 Music teaching methods and resources 
Codes Themes 
2.5.1 Kodaly Kodaly teachers require very high levels of musicianship skills. The 
Kodaly method is not taught in generalist teacher training courses in 
Victoria, and is very uncommon in non-metropolitan Government 
school music programs. The method recommends the use of local, 
traditional compositions. There are relatively few traditional 
Australian compositions suited to Kodaly teaching. Rounds and 
canons are highly valued as Kodaly teaching material.  
2.5.2 Orff  Orff processes are more achievable in generalist teacher training and 
classroom usage than Kodaly. Orff is susceptible to modular, non-
developmental music teaching. The Orff instrumentarium is 
widespread: descant recorders, marimbas, xylophones, percussion, 
and guitars.  
2.5.3 Musical 
Futures 
The Musical Futures curriculum focuses on student-directed use of 
contemporary popular music. Musical Futures’ claims of achieving 
increased musicianship skills in students are as yet untested in the 
literature. 
2.5.4 Other 
primary music 
resources 
There has been a proliferation of privately-published classroom 
music resources (compositions) in the last 20 years, aided by user-
friendly desktop publishing, recording packages, and web direct 
marketing. Notebook and tablet computers are increasingly being 
used as music instruction and performance devices. 
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familiarity with scales and diatonic intervals. The program follows a logical 
developmental sequence of acquaintance, reinforcement drills, consolidation, and 
conceptualisation, in the same manner as maths and science programs. The 
compositions employed at each level must meet very specific note range and 
intervallic criteria. Beginning with songs built on simple rhythmic units and utilising 
the interval “so-me”, these compositions progressively expand to include the 
complete octave and more complex rhythmic units. 
The Kodaly method also introduces children to modes and irregular meters in 
primary grades (Szonyi, 1973, pp. 34, 47). Kodaly’s syllabus includes game songs, 
rounds and canons which are often supplemented by specially-composed works 
(Choksy, 1986, pp. 26, 128). Kodaly and Orff used a combination of folk songs and 
folk idioms in their teaching compositions. Kodaly composed his own pieces in the 
style of “authentic” folksongs and children’s songs in order to address shortcomings 
in the Sol-fa teaching repertoire (Szonyi, 1973, p. 35). There are no commercially 
available compendiums of mostly Australian music suitable for Kodaly teaching 
programs. At sightsingingschool.com, Australian choral conductor Mark O’Leary has 
created a website of 400 traditional American and European pieces. These pieces 
range from beginner to advanced Kodaly levels of instruction, and include some 
original compositions for Kodaly teaching.  
In describing the Kodaly method, Choksy suggests: 
...[t]he teaching order is always sound to sight, concrete to abstract. At the lowest level, the 
sequencing of concepts is structured to follow child-developmental patterns, beginning with 
the simplest two and three note tunes and simple rhythms of early childhood, and adding to 
them only as the child’s readiness is demonstrated. The pedagogical order for each new 
learning at each level is hearing, singing, deriving, writing, reading, creating. (Choksy, 1981, 
p. 10) 
 
The Kodaly repertoire for young children includes traditional rhymes, verses, 
and songs from the children’s cultural heritage. The pieces are built on simple 
rhythmic units and restricted intervals.  
 
The second category is that of rhymes and verses. This is a rich and frequently overlooked 
source for teaching beat. Many nursery rhymes may be useful. (ibid. p. 25)  
The third materials category is children’s folk song and singing games in simple duple meter, 
absolutely within the young child’s singing range and with no rhythmic elements other than 
quarter notes, eighth notes in pairs, and quarter rests. These comprise the core of teaching 
songs for beat, metric accent, and rhythm patterns. To adults they may sound dull and 
repetitious. Children love their repetition. It is this quality that makes them easy to sing. (ibid. 
p. 26) 
 
Since there are relatively few simple Australian songs suitable for Kodaly 
instruction, instructors instead use many American and Eastern European children’s 
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songs. The requirements of Kodaly programs include: highly musically literate 
teachers, locally flavoured music, 5 or 6 sessions per week, and a stable class group 
over 4 to 6 years (Choksy, 1981). This level of pedagogic expertise is scarce, and it is 
unrealistic as a basic music teacher requirement (Lierse, 1998, p. 132). The method is 
not taught in any generalist teacher training degree courses in Victoria, and non-
metropolitan primary music teachers report that it represents only 10% of their 
curriculum (Heinrich, 2012, pp. 84-92, 97). Both Lois Choksy and Erzébet Szonyi 
speak of the unsuitability of the English folk song repertoire for use in Kodaly 
programs (Choksy, 1981, p. 194; Szonyi, 1973, p. 71). Songs from the English 
language tradition are further limited by the essentially compound meter of the 
language (Choksy, 1981, p. 26). Lois Choksy thoroughly recommends the use of 
rounds and canons, as: 
Few musical experiences prepare children’s ears for part-singing as well as canons sung in 
tune. The young choir cannot sing too many of them. (Choksy, 1981, p. 128) 
Rounds and canons are among the easiest kinds of part-singing in which children can engage. 
It was Kodaly’s belief that no one could learn to sing accurately by singing in unison; that 
only through polyphonic singing with two, three, or four other parts could true musicianship 
be developed. (Choksy, 1988, p. 143) 
2.5.2 Orff 
Orff Schulwerk appeals to children with its repetition (ostinati), imitation and 
physical engagement (Crowe, 2006, p. 46). One drawback is its susceptibility to 
modular, non-developmental teaching that focuses more on the active enjoyment of 
individual activities, rather than the development of instrumental performance 
techniques and music literacy skills (Newton, 2008, pp. 53-54, 72). Orff pieces and 
arrangements are available in numerous publications, for example the five 
Keetman/Orff texts (1974). The music skill requirements for teachers using the Orff 
method are less exacting than those within the Kodaly program. There are no 
Foundation to Year 6 Orff packages in the style of Music Room for Australian 
schools, and the method itself is not set in concrete. In the introduction to Teaching 
Music in the Twentieth Century, Avon Gillespie—a former teacher at the Orff 
Institute in Salzburg—suggests “there is a real need for this philosophy to be elusive 
and abstract” (Choksy, 1986, p. xvi).  
The Orff approach is readily accommodated in primary music programs, since 
its instrumentarium of marimbas, xylophones, percussion instruments, and recorders 
is commonly available within many schools. Recorders are one of the most widely 
used instruments in primary school music programs, and are ideally suited to music 
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literacy and instrumental skill development (Chadwick, 2000, pp. 626, 649). Music 
literacy is not specified in Orff practice, despite the use of recorders and other 
instruments in many of its resources. In place of an articulated literacy agenda, 
aesthetic and artistic decisions about arrangements of classroom ensemble pieces is 
promoted as a key element of the Orff process. These types of decisions include:  
1) Repeating a piece, when possible, an octave higher.  
2) Repeating at a different dynamic level.  
3) Playing a piece alternately as solo and tutti.  
4) Playing a piece alternately between different instrumental groups.  
5) Playing the same sequence of notes but in a different rhythm or with a different time 
signature. For example three-four instead of two-four time, dotted quaver rhythm instead 
of even quavers, (with the dotted rhythm the hands ‘gallop’ just as the feet do. Prepare 
this with patschen exercises).  
6) The use of small percussion for occasional accents.  
7) Putting together several pieces to make a small suite.  
8) The addition of rhythmic interludes or episodes. 
9) Using the pieces to accompany various movement sequences (Keetman, 1974, p. 74). 
 
2.5.3 Musical Futures 
A program that commenced in Britain in 2003 entitled Musical Futures 
(https://www.musicalfutures.org) allows students the freedom to determine their own 
curriculum and repertoire based upon their personal music preferences.17 Neryl 
Jeanneret has conducted research pertinent to the use of Musical Futures in Victorian 
schools. Jeanneret suggests “these young students are well on the way to becoming 
very competent musicians with well-developed aural and research skills, as well as a 
strong sense of their own learning and productive team-work” (Jeanneret, 2010, p. 
164) and “...are more likely to fulfill their musical potential” (ibid. p.154). Since it is 
a relatively new innovation in Australia, long-term research or assessments of its 
claimed efficacy are as yet scant.  
2.5.4 Other primary music resources 
Teachers employ many resource options besides Kodaly, Orff or Musical Futures. 
Economical, powerful and user-friendly desktop publishing and music recording 
software has enabled the publication of music classroom resources to expand rapidly 
over the last 20 years. Numerous Australian composers and educators, including John 
Madin, Darren Wicks, Gary King, Suzie Davies-Splitter, Gerard Vandegeer, Julia 
Piggin and Grant Ward regularly publish high quality classroom resources with 
scores, recordings, teachers’ books, dance kits, videos, and web sites. A search of 
                                                
17 Examples of the results of this music education approach in Australia can be heard at 
http://www.NUMU.com. 
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music education web sites such as the Victorian Orff Schulwerk Association—
VOSA—and the Kodaly Music Education Institute of Australia—KMEIA—reveals 
numerous recent primary music materials produced in Australia by the 
aforementioned composers and others.  
Chapter Five includes a survey of 1004 compositions from the three most 
widely used commercial resources: ABC Sing, Upbeat and Music Room. David Elliott 
offers a prescient word of warning about music curriculum packages, which will be 
addressed in the surveys: “There will always be publishers who (knowingly and 
unknowingly) contribute to unmusical education by producing teacher-proof 
curricula designed not to educate music students, but to prop up unqualified teachers” 
(Elliott 1996:252). 
In summary, the survey of the literature draws attention to a number of 
shortcomings in the research related to compositions used in primary classrooms 
(Bogdan & Biklen, 2007, p. 7; Corbin & Strauss, 2008, p. 38; Maykut & Morehouse, 
1994, p. 86). For instance, the literature survey has exposed important information 
about the functional repertoire needs of generalist primary teachers. Yet, it has 
revealed scant literature discussing the requirements of specialist music teachers with 
regard to compositions for the primary classroom. In a pedagogic context, the 
investigation of the literature similarly reveals almost nothing about the composers, 
and the musical attributes of the compositions themselves (Stake, 2008, p. 129). This 
literature examined in Chapter Two therefore highlights and reinforces one of the 
principal aims of the current research project: the creation of a detailed study of the 
views of teachers and composers regarding compositions employed in primary school 
music programs.  
The literature pertaining to education environments and music curriculum 
provides a snapshot of the current state of primary school music education in 
Australia, with particular reference to issues within regional Victoria. The research in 
these domains describes largely unsatisfactory, chaotic and ad hoc conditions in 
primary music education at government, teacher-training, school and student levels. 
Themes within the literature describe many practical functions of music 
compositions; the types of situations in which they are used, the performance or 
instructional functions they serve, and their accessibility by both generalist and 
specialist teachers using a wide range of methodologies.  
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The style of teaching resources and the compositions desired by teachers and 
students in the primary setting are wide ranging. Compositions must satisfy 
curriculum requirements, school promotional agendas, teacher and student skill 
levels, and modern pedagogical format preferences. In reality, 38% of Victorian 
regional schools do not have a timetabled music program (Heinrich, 2012, p. 136). In 
many schools, teachers juggle the competing exigencies of music teaching and 
performance preparation for school events, within the limited class time allocated to 
music. In the majority of schools, the music teaching allocation is one session per 
week. Furthermore, the music program is often further compromised by teaching 
spaces that are unsuited acoustically and spatially to practical music and movement 
activity.  
At the teacher training level, undergraduates receive minimal music 
instruction. The absence of, or limited pre-existing music skills of undergraduate 
teachers further exacerbates their capacity to conduct meaningful, developmental 
music classes. Whereas specialists are more at ease with the practical aspects of 
music, both generalist and specialist teachers report feeling underprepared in 
pedagogical skills (Baker, 2007, pp. 41-42). Teachers engage instrumental 
performance and literacy activities far less than techniques employing singing, 
moving, and dancing. By way of accompanying classroom activities, recordings are 
the most commonly used resource in music classes (Crowe, 2006, p. 164). Unlike 
classroom teachers working in teams within a single grade level, music pedagogues 
often work in isolation, teaching multiple classes and levels over the course of a 
single day (Ballantyne, 2005, p. 177). 
Widely varying interpretation of the music curriculum, teaching-skill levels, 
and the provision of music in schools makes it difficult for teachers to assess student 
skill-levels, and further impedes teachers’ ability to conduct developmental programs. 
Students’ overriding preference is for instrumental and singing performance activities 
that include music from their peer culture (Lierse, 1998, pp. 49, 212). Teachers 
comment on the pressure they experience to include the students’ own music, and to 
“entertain”, as opposed to “teach” students. Parents frequently rely on the school for 
the musical education of their children. For those who can afford it there is always 
the option to bypass the school music program, through private tuition.  
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Government music curriculum documents encourage experiential, “praxial” 
cross-arts classes from Foundation to Year 10. The AusVELS curriculum lists music 
as one of the five key arts areas that must be taught from Foundation to Level 4. It 
also advocates linkages across the 5 arts areas: music, visual art, drama, dance, and 
media, as well as interdisciplinary connections with subjects such as history, science 
and English. Discipline-specific skills and knowledge—score reading, instrumental 
performance, and instruction via developmental programs—are not specified or 
mandated. As a consequence of this model, there is a clear disjunction between the 
high-level skill requirements of Year 11 and 12 music candidates, and the unspecified 
musical proficiency development of preceding years. Commencing in infant grades, 
the curriculum statement encourages teachers to incorporate smart white-boards, 
notebooks, and touch screen tablet computers in their arts programs. 
While the singing-based Kodaly method is not taught in any generalist teacher 
training courses in Victoria, Kodaly techniques constitute 10% of the music 
curriculum in non-metropolitan government schools. Kodaly’s method of developing 
literacy using simple solfege and rhythmic units requires either traditional, or 
specially-composed songs which meet specific design criteria regarding intervals, 
range, key and rhythm. Valued for the potential of harmony and part singing training, 
rounds and canons are common Kodaly teaching tools. Australian compositions 
suited to Kodaly instruction are relatively scarce. The instrument and movement-
based Orff process is more readily accommodated in Victorian schools than is the 
Kodaly method. For example, Orff’s procedures and instrumentarium—bar 
instrument and percussion ostinati, echo patterns, soundscapes, and physicality—fit 
within the resource of most music classrooms and the training capabilities of 
generalist teachers and students.  
The relatively new Musical Futures model offers a student-directed, popular-
culture based alternative to traditional classroom teaching models. Within such a 
program, students work with contemporary popular music styles, instruments, 
vocabulary, and language—including riffs, chord names, guitar tablature notation, 
popular song forms, and performance terminology. The current research reveals a 
proliferation of music teaching resource production, aided by inexpensive, user-
friendly, desktop recording, document production software, and web-based 
promotion.  
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SUMMARY OF PART ONE  
The literature survey presented in this chapter highlights the preferences of music 
teachers with respect to music-education resources, and the emergent themes have 
been grouped into four principal categories. The same four categories are used in the 
summaries found in Chapter Three, Four and Five. These categories include musical 
attributes such as key, meter and length, abbreviated to MA; musical functions: music 
concept instruction or performance functions abbreviated to MF; pedagogical 
characteristics: the resource and skill requirements of users, as well as the provision 
of scores and teaching aids, notated as PC; and pedagogical goals: which includes the 
suitability for specialist music methodologies, cross-arts or inter-disciplinary 
teaching, and offered in shorthand form as PG.  
Themes related to schools, teachers, students and school communities 
promote the ease of use of compositions that:  
• are suitable for school concert presentations and promotional events. (MF)18 
• are primarily designed for singing and movement activities. (MF) 
• can be taught in limited class time. (PC) 
• are useable in non-ideal music teaching spaces. (PC) 
• are suitable for infant, middle, and upper primary levels. (PC) 
• allow for a wide range of student skill levels within each grade. (PC) 
• can be taught as self-contained modules. (PC) 
• are presented in an accessible ‘fail-safe’ format for generalist teachers, and do 
not assume or require expertise in music reading, instrumental performance 
or music pedagogy. (PC) 
 
Themes related to curriculum and methodology promote arguments in favour 
of compositions that: 
• can be taught in limited allocated class time. (PC) 
• provide recordings and associated teaching materials in common digital file 
formats; MP3, CD, wav and pdf. (PC) 
• provide opportunities for praxial active performance and critical engagement. 
(PG) 
• comply with the requirements of the AusVELS primary level arts curriculum 
statement. (PF) 
• provide links with other arts subjects: movement, drama, visual arts, and 
media. (PG) 
• create connections with other disciplines: history, science, maths, and English. 
(PG) 
• may be extended by specialists for use in developmental music programs. 
(PG) 
                                                
18 MA = musical attributes; MF = musical functions; PC = pedagogical characteristics; PG = 
pedagogical goals.  
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• are compatible with Kodaly processes: suitable for young voices, restricted 
pentatonic, diatonic and modal scales and keys, solfege, notated scores, 
rounds and canons. (PG) 
• are applicable to Orff processes and instruments: movement, percussion, 
available keys and note ranges of classroom instruments, bar instruments, 
recorders, voices. (PG) 
 
The surveyed literature offers few specific details of teachers’ or composers’ 
preferences regarding the musical attributes and design of compositions employed in 
school music-pedagogy. Such preferences may include levels of difficulty, keys, 
range, meter, form, style, genre, or the appropriate length of pieces. In this regard, the 
themes revealed within this project vindicate further research pertaining to 
compositions for primary school education environments.  
Through the reporting upon the analysis of semi-structured interviews with 
teachers and composers, Part Two—Professional Practitioners and Pedagogy—
outlines a comprehensive framework for the pedagogical requirements of 
compositions in primary classrooms. 
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PART TWO: PROFESSIONAL PRACTITIONERS AND PEDAGOGY 
 
INTRODUCTION TO PART TWO 
The literature review presented in Chapter Two suggests qualitative research studies 
of music teachers commonly centre on teacher effectiveness, the quality of pre-
service teacher training, and the resource needs of the general music curriculum 
(Ballantyne, 2005; McKay-Brown, 1999; Newton, 2008). The literature does not 
discuss the musical and pedagogical characteristics of compositions employed by 
teachers in the context of primary school music education. Chapters Three and Four 
aim to address such deficiencies in the literature through an examination of the views 
and preferences of five experienced primary school classroom music teachers, and 
five composers who have published music employed in the primary school milieu. 
Through the analysis of the teachers’ expressed repertoire requirements and the 
composers’ output, these chapters explore the practical application of musical works 
in the pedagogical environment, and examine the compositional design priorities of 
the composers. As a means of contextualising the range and design of the original 
works included in Chapter Six, the following chapters also identify specific 
pedagogical and musical characteristics considered requisite for music employed in 
primary school educational settings. 
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CHAPTER THREE: TEACHER INTERVIEWS 
Adhering to a limited time frame, as well as the physical, financial and geographical 
constraints of this project, the investigation of music teachers and composers outlined 
in the following chapters took place in rural and metropolitan Victoria (Silverman & 
Marvasti, 2008, p. 183).19 This chapter offers detailed analytical commentary upon 
qualitative, semi-structured interviews undertaken with selected primary school music 
teachers. The interview questions for teachers focused on three key areas, two of 
which were identified in the literature survey in Chapter Two: pre-service training 
and length of teaching career, and classroom and ensemble teaching duties. The third 
area—resource publications employed within the music program—was inadequately 
addressed in the literature, although it was identified as essential to the development 
of the discussion regarding compositions used by teachers. 
 The following questions related to the first topic of investigation regarding 
the pedagogical and musical training of primary music teachers at pre-tertiary, tertiary 
and post-tertiary levels. These questions served to identify strategies for optimising 
the musical and pedagogical design features of compositions, in order to make them 
accessible to the skill levels of primary music teachers.  
1.a. What training did you receive in order to undertake a career in classroom 
music teaching? 
1.b. How many years have you been a classroom teacher? 
The second component of the interviews investigated school expectations of 
the music program, as well as details of teachers’ workloads, and the extent of their 
music ensemble direction within the school. The following questions helped to 
identify appropriate genres, and the desirable musical, pedagogical and performance 
functions of compositions employed in this environment: 
1.c. Are you teaching or supervising school music ensembles? 
1.d. What level music classes do you teach? 
                                                
19 The five teachers interviewed in the course of this study work in large schools of between 300 to 
500 pupils. Four teachers are regionally situated, and one is based in a metropolitan school. Four of the 
interviewees are female and one is male. The minimum number of years of classroom music teaching 
undertaken by the sampled teachers is 10 years. The most experienced participant has accumulated 30 
years of service, while the average period of employment within the sample is 17 years. Three teachers 
have previously taught secondary school music, and only one teacher is still teaching both primary and 
secondary school classes. One teacher has recently moved from music teaching into the co-ordination 
of the school music program. 
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The third group of questions explored teachers’ specific resource preferences, as 
well as the characteristics of compositions selected for use in classrooms, ensembles, 
and choirs. These questions identified commonly used resources, and established 
their favourable or unfavourable qualities.20  
1.e. What types of music activities regularly feature in your classrooms?  
2.a. Describe some of the songs or pieces that your choir or class has 
performed recently?   
2.b. What classroom, choral or instrumental repertoire has been particularly 
successful from a pedagogical perspective? 
2.c.  Why is this repertoire successful in an educational context? 
2.d. What pedagogical or “classroom composition” resources do you find 
particularly useful?  
 
Table 7. Categories of compositional qualities identified within the literature 
and the interview analysis 
 
Through a cross-sectional analysis of the emergent interview data, the four 
categories in Table 7 summarise the pedagogical and musical characteristics 
considered requisite for music employed in primary school educational settings, as 
identified in the literature and the interview responses. Charting the compositional 
                                                
20 The three key publications identified—ABC Sing, Upbeat and Music Room—are examined 
separately in Chapter Five. 
21 Cross-arts teaching creates linkages between music, dance, drama and visual arts (AusVELS, 2013, 
p. 4). 
 Categories Examples of compositional characteristics identified within 
the literature and interview analysis. 
1 Musical 
attributes 
The level of musical details provided in notated scores, and the 
period, form and style of the compositions. 
2 Musical 
functions 
The ability of compositions to facilitate instruction in areas such 
as music cultural studies, theory, history, classroom, solo, 
ensemble, and concert performance. 
3 Pedagogical 
characteristics 
Features of works that maximise their pedagogical usefulness, 
including the provision of recordings, teaching notes, 
assessments of their suitability for cross-arts,21 thematic 
teaching, and ability to meet the inter-disciplinary requirements 
of curriculum statements. 
4 Pedagogical 
goals 
The level of accessibility to specialist music methodologies and 
extra-musical teaching and learning outcomes, such as a 
composition’s capacity to promote inclusiveness and self-
esteem. 
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requirements of primary teachers, the topics outlined in this chapter also inform the 
creation of original works comprising the third part of the thesis. 
3.1 Teacher training and skill levels 
Table 8 on page 58 outlines the codes and key analytical points emerging from the 
interviews pertaining to teacher education and the evident range of expertise. 
3.1.1 Musical training 
All of the teachers within the research sample undertook extensive music training in 
the course of their childhood. While this educational component primarily took place 
outside of the school system, all five interviewees achieved the standard of Australian 
Music Examinations Board (AMEB) Grade 6 or higher on an instrument. Two of the 
respondents had studied at private schools, two had attended public schools, while 
one had attended a catholic school. All of the teachers interviewed had undertaken 
extensive co-curricular music activities at pre-tertiary level, in addition to 
instrumental and theoretical lessons. These included choral training, membership of 
symphony orchestras and music-theatre orchestras within schools, and other regular 
music performing experience including membership of small ensembles and bands.  
3.1.2 Pedagogical skills 
The university training of the five interviewees covered four pathways into the 
primary teaching profession: two Bachelor of Music Education (B.Mus.Ed. Primary 
and Secondary), one Bachelor of Arts degree with a double music major, and one 
Bachelor of Arts degree with no music subjects, followed by a generalist Graduate 
Diploma of Primary Teaching. One of the teachers had undertaken a generalist 
primary teaching double degree: Bachelor of Teaching - Bachelor of Education. The 
level of pre-requisite music skills varied considerably for each of the initial degrees, 
ranging from no music prerequisites to AMEB Grade 8 standard. The curriculum 
within the initial Bachelor of Music Education degrees included a broad complement 
of practical and theoretical music subjects, combined with music curriculum studies.  
The postgraduate education courses provided rudimentary overviews of music 
teaching methods, with little emphasis placed upon curriculum design, or the 
methodologies employed within the Kodaly and Orff systems. As a component of 
their on-going professional development, teachers regularly undertook annual choral 
and orchestral conducting courses. All of the surveyed teachers attended Orff training 
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courses, and other professional development training included Kodaly and marimba 
workshops. Four of the teachers were based in regional areas of Victoria, which 
thereby restricted their access to metropolitan training courses. 
 
Table 8. The pedagogical training and music skill levels of the interviewed 
teachers 
 
3.1.3 The nature of music teaching 
In all but one case—in which there was no classroom music beyond Grade 3—the 
interviewees described pedagogical involvement with all primary school levels. One 
of the larger schools employed a second classroom music teacher. One of the 
interviewed teachers took music classes for Years 7 and 8. Two schools had a 
composite Foundation–Year 1 class, and a composite Year 2–3 class. The teachers of 
the composite grades mentioned the difficulties of teaching the same musical 
concepts to both the Foundation and Year One class; the level of pace and 
sophistication does not suit both age groups. As well as taking classroom music, all 
of the teachers directed extra-curricular music groups.  
Membership of most choral programs did not require students to undertake an 
audition, and included Grades 3–4 and Grades 5–6 groups. Two schools auditioned 
students from Grades 4, 5 and 6 for membership of choirs. In some cases, these 
ensembles were taken during class time, but most occurred before or after school 
class hours. The extra-curricular expectations and workload, including the juggling of 
musicals, concerts, eisteddfods, and musical items at assembly were common aspects 
of music teachers’ experiences. The interviewed teachers were responsible for 
3.1 Teacher training and skill levels 
Codes Analytical notes 
3.1.1 Musical 
training  
All of the interviewed teachers received significant levels of 
music training prior to university studies. Four out of the five 
teachers had undertaken specialised music study at university. 
3.1.2 
Pedagogical 
skills 
Teachers received rudimentary music teaching method skills at 
university and therefore relied heavily on professional 
development seminars for pedagogical training.  
3.1.3 The nature 
of music 
teaching  
Those surveyed are unassisted in teaching multiple class groups 
at each of the seven primary levels. As well as classroom 
teaching, their duties include the direction of choirs, ensembles, 
musicals, and concert production.   
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coordinating their students’ weekly instrumental lessons with sessional instrumental 
teachers, and organising performance opportunities for those students within various 
school bands and class ensembles.  
In regard to their levels of music expertise, the interviewed teachers attained 
skill levels achieved by less than 2% of primary teacher trainees in the La Trobe 
University survey conducted between 2009 and 2012 (N=813). Furthermore, they 
have attained significant levels of music expertise acquired through completion of 
specialist music study over three or four years of higher education. They reported 
receiving scant music pedagogy in their degrees and postgraduate study, and 
supplemented their limited knowledge in that regard through extensive post-tertiary 
professional development. These findings are supported by previous research 
(Ballantyne, 2005, 2007; Ballantyne, Kerchner, & Aróstegui, 2012; Heinrich, 2012; 
Petrova, 2012; Watson, 1999).  
Teaching many class groups at all levels from Foundation to Year 7, as well 
as directing numerous singing and instrumental ensembles during the course of a 
single week were common experiences reported by those surveyed. Similar job 
descriptions are described in the research literature (Ballantyne, 2005; Lierse, 1998). 
Analytical reflection on the interview data suggests compositions accessible to 
teachers possessing a wide range of music and pedagogical levels of expertise, and 
works that can fulfil multiple classroom and ensemble performance roles are 
advantageous. 
3.2 The school environment 
3.2.1 Promotional role of music  
Promotional music activities described by the interviewed teachers included 
preparing their students for choir membership of the Victorian Government public 
school arts/music showcase, Schools Spectacular.22 The music teachers also prepared 
pupils for public performances in local eisteddfodau, and in regular concerts within 
term time.  
3.2.2 Time allocation 
Respondents reported their music classes varied in duration from forty-five minutes 
to one hour. Since the interviews were conducted in their music teaching rooms, I 
                                                
22 Schools spectacular, see www.education.vic.gov.au/about/events/ 
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observed that they all taught in well resourced, spacious, dedicated music teaching 
spaces that were either separated, or reasonably acoustically isolated from other 
teaching rooms. The interviewees’ reports of the public promotional role of the 
school music program and the time allocated to music classes in the interviews are in 
keeping with similar aspects of the published literature (de Vries, 2011, pp. 3, 18; de 
Vries, 2014, p. 7; Garvis & Pendergast, 2010, p. 2; Lierse, 1998; Russell-Bowie, 
2009, p. 23).  
 
Table 9. Timetabling, facilities and public display roles of music programs 
 
3.2.3 Music teaching facilities 
Fortunately, the interviewed teachers’ music facilities did not resemble the 
unfavourable examples cited by Dillon (2001). The findings of the current research 
suggest compositions servicing a broad range of performance forums that can be 
taught in a short timeframe, and accommodating varying amounts of music resources 
and teaching space will be most useful. 
3.3 Student learning preferences  
Table 10 offers a concise summary of the principal codes and analytical items 
emerging in the data pertaining to students’ learning preferences.  
3.3.1 Appropriateness of musical material  
Students in higher primary grades frequently request the inclusion of contemporary 
popular songs, and teachers oblige in most cases where lyrics are appropriate. 
Respondents comment that the sentiment, language and subject matter of popular 
songs are often inappropriate for students of primary school age. To appease the 
students’ demands and to fulfil the cross-arts government curriculum requirements, 
3.2 The school environment 
Codes  Analytical notes 
3.2.1 Promotional role 
of music 
The music program can serve a public performance and 
promotional role.  
3.2.2 Time allocation Each class is allocated one music session of 45 to 60 
minutes per week.  
3.2.3 Music teaching 
facilities 
All interviewees taught in spacious, well-equipped, 
dedicated music spaces acoustically isolated from other 
teaching spaces.  
  
 
61 
one teacher includes hip-hop for half a class per week as a way of combining music 
and dance. Another teacher commented upon the false perception frequently created 
by the media that students’ musical success was attainable without application to the 
acquisition of skills. 
 
Table 10. Students’ musical preferences 
 
Unlike teachers in other subject areas, the music teachers interviewed in this 
study are challenged directly by the phenomenon of popular music and students’ peer 
culture, which is vividly portrayed through the media, and constantly downloaded by 
young people (Kirchhubel, 2002; Newton, 2008). The interviewees reported that this 
phenomenon was most pronounced at upper primary level. Whereas compositions for 
teaching purposes struggle to compete with the allure of popular music, the former 
can offer an engaging, achievable and musically valuable experience otherwise 
unattainable from popular music. Dillon (2001) recommends expressive, musically-
rich and diverse compositions tailored to primary students’ ability levels, and the 
inclusion of some components of popular and rock music idioms, such as strong 
rhythms and rock instruments as a compromise solution.  
3.4 Pedagogy and Curriculum 
Table 11 provides an overview of the principal codes and analytical notes emerging 
in the data pertaining to pedagogy and curriculum.  
3.4.1 Praxis and government curriculum requirements  
Analysis of the data reveals underlying tensions regarding the Victorian Government 
curriculum statement VELS. Interviewees described the breadth of the document, the 
lack of curriculum specifics and the absence of reference to the operation of 
instrumental programs as disadvantageous. The level of focus on the information 
technology requirements of VELS at Grade 4 was seen to be counterproductive. 
Many teachers interviewed considered the absence of literacy skills expected in 
3.3 Student learning preferences 
Codes Analytical note 
3.3.1 
Appropriateness 
of musical 
material  
Middle and upper-level primary students make constant demands 
to listen to and perform their own peer music—the texts of which 
teachers often find inappropriate for primary classrooms. 
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Grade 3, and the quantum leap to the requisite notation of syncopation in Grade 6 
outlined in VELS to be an unrealistic expectation.  
Interviewees mentioned using curriculum documents with more concrete 
lesson descriptions, such as those from other states including Western Australia and 
the Queensland Education Department resources. These documents contain 
comprehensive music lesson packages that include many concrete examples of 
praxial music education. Two of the interviewed teachers reported using earlier 
Victorian government music documents: The Guide to Music in the Primary School 
(1981), and its later companion volumes Music through Listening (1984), and Music 
Through Playing (1987). Each of these texts provides fully articulated classroom 
music resources and ensemble compositions for classrooms in keeping with praxial 
ideology. Furthermore, many of the ensemble arrangements and lesson plan concepts 
in the Music Through Playing publication are specifically based upon songs from the 
ABC Sing books, thereby acknowledging teachers' reliance on the ABC Sing resource 
for praxial resources.  
 
Table 11. Curriculum statements and commercial music teaching packages 
 
3.4.2 Curriculum content 
The interviewees discussed a vast array of teaching packages. All had copies of 
Upbeat, Music Room, ABC Sing and various recorder programs, books and CDs by 
                                                
23 During the time that the interviews were conducted, VELS was the current curriculum statement. 
The requirements of the latest curriculum statement AusVELS (2012) are essentially the same as 
VELS.   
3.4 Pedagogy and Curriculum 
Codes Analytical note 
3.4.1 Praxis and 
Government 
curriculum 
requirements 
Emphasis on computer-based teaching and learning required by 
VELS is antipathetic to praxial music education: VELS23 is not 
sufficiently specific in directing curriculum, instrumental 
ensemble or classroom composition choices. All interviewees 
thematically link music curriculum with other disciplines, for 
example, English and SOSE, in keeping with AusVELS 
requirements.  
3.4.2 
Curriculum 
content 
Regular access to curriculum content in commercial packages such 
as ABC Sing, Upbeat and Music Room is evident. The Orff, 
Kodaly and Australian choral associations are common sources of 
curriculum material. Original Australian compositions are widely 
used in choral, classroom and instrumental music programs. 
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the composers surveyed within this study, as well as materials produced elsewhere.24 
The teachers clearly valued these resources, and were constantly on the lookout for 
suitable new material.25 Those surveyed in this research were able to pick and choose 
content to suit their particular teaching focus, such as Orff, Kodaly and Cross-Arts, as 
well as music for use in concert performance by instrumental and choral ensembles. 
Three of the interviewees had large collections of beautifully illustrated children's 
music storybooks, for example Peter and the Wolf, Swan Lake, and Romeo and Juliet, 
which they regularly employed at all primary school levels. These resources were 
also published with accompanying high-quality orchestral recordings. At the primary 
school educational level, the combination of art and text provided suitable student 
access to classical masterpieces. It is noteworthy that Australian resources also 
featured prominently in their classroom collections. These original Australian 
compositions cater for most primary education requirements, including singing, 
classroom instruments, dance, movement, dramatic portrayal, soundscapes, and 
cultural studies.  
In relation to a comprehensive range of educational contexts, the teachers 
interviewed described employing music from all periods, genres and styles. In 
composite grades, classes cover basic music theory and cultural studies through 
rotation between practical work and worksheets. All of the interviewees reported the 
inclusion of music theory written work in their syllabi, as well as music-cultural 
studies encompassing varied styles and periods of music. Classroom resources 
recurrently discussed by respondents included the complete curriculum packages 
Music Room and Upbeat. One of the interviewees spoke of relying heavily on Upbeat 
during the early stages of their26 teaching practice. Reflection upon the empirical data 
implies the choice of music for choirs is strongly influenced by material presented at 
choral repertoire days. The choral training courses run by the Kodaly Association and 
                                                
24 ABC Sing, Sibelius – Groovy Music, John Madin’s classroom marimba, Susie Davies-Splitter’s 
Welcome to Music, and Cross Arts Kits published by Bushfire Press. Victorian Orff Schulwerk 
Association and Kodaly teacher training courses provided an extensive catalogue of additional 
resources. These included Liz Kleiner’s In all kinds of weather, and Kids Make Music. Orff national 
seminars and short courses provided a wealth of teaching activities, strategies and publications from 
Australian and overseas. Popular choral resources mentioned included: Voiceworks by Peter Hunt 
(U.K.), ABC Sing, Mike Brewer’s Warm-Ups, George Torbay’s Choral Time, and Mark O’Leary’s 
Young Voices of Melbourne (YVM) Choral Series. 
25 De Vries (2011, p. 16) and Russell-Bowie (2012, p. 66)  report that access to ‘ready–to–teach’  
lesson resources is a high priority of teacher trainees and early career teachers. 
26 The generic plural pronoun their is used in place of he or she as a means of preserving 
confidentiality in the small interview sample (Marshall & Rossman, 2006, p. 90; Punch, 1994, pp. 88-
89).  
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ACCET (Australian Choral Conducting Education and Training) offer teachers 
avenues to explore new choral repertoire. 
All of the interviewed teachers conducted praxial music classes in keeping 
with recent theories of music education (Roy et al., 2012). Exasperation with VELS 
was common cause of anxiety amongst the interviewees, and all looked further afield 
for clearly-articulated music curriculum guidance. In order to fulfil music 
performance and concept knowledge requirements, recent Australian curriculum 
packages Upbeat and Music Room, and numerous other publications from Australia 
and overseas were accessed by the teachers. These findings suggest the increased 
provision of local compositions promoting Australian identity and culture is 
advantageous, as are materials that fulfil a broad range of music-knowledge and 
performance-curriculum functions, such as concert repertoire for choirs and multi-
instrumental ensembles.  
3.5 Music teaching methodologies 
Table 12 offers a brief summation of the principal codes and analytical topics 
emerging in the data pertaining to music teaching methodologies.  
 
Table 12. Kodaly, Orff and Musical Futures methodologies and IT resources 
 
3.5 Music teaching methodologies 
Codes Analytical note 
3.5.1 Kodaly Kodaly devices, such as simple pentatonic songs, rounds, time 
names and solfege, are used by all interviewees in lower grades, 
although none teach the Kodaly method exclusively.   
3.5.2 Orff  Orff processes and instruments, such as body percussion, movement, 
marimbas and recorder are employed extensively by the 
interviewees. 
3.5.3 Musical 
Futures 
Contemporary popular music is included by all interviewees for 
instrumental, singing and music cultural studies. They do not use the 
student-directed, class rock band approach advocated by the Musical 
Futures program. 
3.5.4 
Computer and 
digital (IT) 
resources  
Computer-aided and web-based music curriculum resources feature 
extensively by all interviewees for the teaching of music theory, 
cultural studies and sound processing. Digital resources such as 
recordings, videos, DVDs and CDs are used to facilitate and 
accompany concerts, musicals, classroom singing, and instrumental 
instruction and performance.   
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3.5.1 Kodaly 
All of the interviewees taught the fundamental musical concepts, including high-low, 
loud-soft and long-short at Foundation and Grade 1 levels. Two of the teachers 
commenced pitch and rhythmic literacy using the Kodaly Solfa method at Foundation 
level. The French time names Ta, Ti-ti, and Sa were introduced by all interviewees in 
lower-primary classes. This practice was incorporated through aural exercises in 
rhythm and pitch using such devices as “The Music House”, which utilises a range of 
visual/spatial aids including large music staves on the floor, and different sized 
plastic cups for rhythm and pitch literacy training. Only one respondent continued to 
employ Kodaly Solfa at Grade 3.27 Two others interviewed were hoping to introduce 
it at this level. 
3.5.2 Orff 
Teachers reported using Orff processes such as body percussion, untuned percussion 
and Orff marimbas for simple rhythmic activities, free-form patterns and 
soundscapes; for example “Passing Storm”.28 The same instruments were employed 
in the creation of accompaniments, drones and ostinati. They expressed the view that 
Orff programs easily satisfy the “Creating and Making” component of AusVELS. For 
all their acoustical drawbacks, recorders proved to be a cheap and effective music 
teaching tool used by all the teachers interviewed in this study. All of the 
interviewees were preparing students for notation reading in Grade 3, usually via the 
recorder.  
3.5.3 Musical Futures 
Whereas all of the interviewed teachers taught elements of contemporary popular 
music in their classrooms, none had adopted the Musical Futures approach, wherein 
students work in rock band ensembles, and the learning is largely self-directed. 
3.5.4 Computer and digital (IT) resources  
This research finds that middle and upper primary school teachers use computers and 
classroom touch screens to aid note recognition, keyboard layout and the 
fundamentals of music theory and cultural studies. Programs mentioned included the 
free online educational package New York Philharmonic Interactive (nyphilkids.org), 
                                                
27 De Vries (2014) similarly provides a report of the discontinuation of Kodaly programs beyond 
Foundation level in his case study of a Melbourne metropolitan primary school.  
28 An example of the Passing Storm activity can be found in Delivering authentic Arts education 
(Dinham, 2014, p. 282). 
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and the Sibelius Groovy music publications, including Jungle designed for Grades 3 
and 4, and City, intended for Grades 5 and 6. The teachers reported attendance at 
computer music technology professional development seminars addressing music 
notation, sequencing, and sound production. These seminars employed programs 
such as Acid DJ (sonycreativesoftware.com/), Sibelius (sibelius.com), and 
GarageBand (apple.com/au/garageband).  
School musical productions used by these teachers varied from commercial 
packages, for example Rock-Ed (rockedmusic.com), to self-written shows 
incorporating popular songs. Commercial musicals for schools usually include 
complete vocal and accompaniment CDs, as well as comprehensive video and digital 
instructional materials. Direction of these activities was largely the music teacher’s 
responsibility. One teacher felt that publishers of school shows that provided ready-
made accompaniments were the best option, given the large workload involved in 
mounting school musicals.  
In lower primary grades, all of the interviewed teachers utilise Kodaly literacy 
procedures, including solfege and rhythm time names. Orff processes were used by 
all of the respondents in each primary level. At middle primary levels, recorder 
programs were included as literacy building and ensemble performance devices. Such 
practices are supported within the literature (Chadwick, 2000, pp. 626, 649). The 
Musical Futures model was not employed in any of their music programs. 
Information technology—via interactive whiteboards, laptop computers and tablets—
was employed extensively for music instruction by all of the interviewed teachers. 
Critical analysis of codes within the data promotes arguments for compositions 
applicable to a wide range of methodologies including Orff and Kodaly processes, as 
well as singing, recorder and ensemble programs. The provision of resources in 
digital formats compatible with classroom IT devices will further increase their 
usefulness and accessibility. 
3.6 Musical Attributes 
Table 13 offers a brief summation of the principal codes and analytical topics 
emerging in the data pertaining to desirable musical attributes of primary school 
compositions.  
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3.6.1 Classroom resources 
The interviewed teachers looked for compositions that provide diversity in style, 
genre and period. They mentioned the appeal of a chosen song on an adult level, and 
the favourable response of the students to the music as significant selection factors. 
One teacher described the Upbeat curriculum package as often being too regimented 
and inflexible. Children’s fondness for songs with textual and musical depth as well 
as nonsense/quirky songs often surprised the teachers interviewed in this study. 
Songs that provoked strong student disapproval—for example, poor musical quality 
or embarrassing text subject matter and sentiment—were rejected. Teachers used 
their arranging skills to tailor rhythmic, melodic and harmonic elements to children’s 
level of performance skill. All of the interviewees regularly transposed music 
themselves, either into keys better suited to the range of young voices, or into simpler 
keys to suit classroom instruments and student capabilities. 
  
Table 13. Desirable attributes of compositions for primary music programs 
 
3.6.2 Singing resources 
In the lower grades, interviewees discuss simple rounds, two-part songs and songs 
incorporating games, including a number of Peter Butler’s songs from the ABC Sing 
books. Students in upper grades sing folk songs, medleys, and pop songs from 
sources including ABC Sing books, Upbeat, Music Room and numerous other 
3.6 Musical attributes 
Codes Analytical note 
3.6.1 
Classroom 
resources  
The interviewees looked for musical diversity in resource selection. 
For example through the choice of music representing a range of 
periods, genres and styles. They sought out compositions that appeal 
to adults and children, and they simplified compositions to suit 
students’ ability levels. 
3.6.2 Singing 
resources 
Music room, Upbeat and ABC Sing are common sources of singing 
material utilised by all interviewees. Simple rounds and two-part 
songs, medleys, folksongs, and action songs were found to be 
particularly suitable for primary level singing. 
3.6.3 Choral 
resources. 
Choral music that includes interesting part writing, a piano 
accompaniment, and a range which shows off the head voice, are 
preferred for concert and eisteddfod use. Choirs directed by the 
interviewed teachers frequently perform Australian compositions. 
Students enjoy singing songs expressing a wide range of sentiments: 
poignant, nonsense and humorous. 
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collections.29 Some examples of the many medleys from the ABC Sing books 
mentioned by the interviewed teachers included All in this together, Motown Medley, 
and Cartoon Heroes. Partner songs were valued for their ability to teach part-singing, 
for example I want to be happy and A little smile.  
3.6.3 Choral resources 
The list of educationally effective works for choirs cited by the respondents includes 
many Australian pieces.30 The songs most successfully performed in competitions 
such as eisteddfodau demonstrated the vocal range of the choir, as well as the abilities 
of the singers to negotiate intricate polyphonic vocal writing. The problematic range 
of many pieces was the main issue with choral music and songs for the classroom, 
such as The Captain’s Tale by Paul Jarman, and My little boat by Louise Pettinger, as 
singing below middle C is avoided for primary school-age children. The data also 
suggests that teachers with choirs accompanied by piano often feel musically 
compromised and uncomfortable competing in eisteddfods against choirs using 
backing CDs.  
The interviewed teachers revealed students’ fondness for songs expressing a 
broad gamut of sentiments, ranging from poignant to humorous. The suitability of the 
note range and key of the pieces was another important consideration in their 
selection. They regularly included recent Australian compositions in their singing 
programs and sought out rounds and partner songs that facilitated part-singing from 
sources including the ABC Sing series. Choral compositions in two or three parts, 
with piano accompaniment, and with a lowest note middle C, were desirable for use 
in competitive eisteddfodau. However, CD recordings were also commonly used for 
accompaniment purposes. Finally, new compositions that fit within primary 
children’s singing range, appeal to adults, provide a CD accompaniment, express a 
broad range of sentiments, and facilitate harmony singing were also considered 
advantageous.  
                                                
29 Peter de Vries (2014, pp. 4-5) provides a very similar account of the singing material selections in 
the primary music program of a Melbourne metropolitan school.  
30 Butterflying by Elena Kats-Chernin, Simple Gifts by Stephen Leek, Past life melodies by Sarah 
Hopkins, Tingalayo, Lachlan Tigers, Goulies and Ghosties by Mark O’Leary, Duck Jive by Mark 
Puddy, Let go the long white sails and The Captain’s tale by Paul Jarman, and It’s raining it’s pouring 
by Stephen Leek. Other appropriate works mentioned include Drunken Sailor by Voiceworks, Dog - 
Cornucopia by Irene McLeod, My little boat by Louise Pettinger, Pie Jesu & Adiemus by Karl Jenkins, 
Weep no more sad fountains and In the Café by Wendy Ireland. 
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3.7 Musical functions 
Table 14 presents summaries of the principal codes emerging in the data pertaining to 
the musical functions of school compositions.  
3.7.1 Resource preferences  
Songs and pieces containing physicality, such as instrumental playing, actions and 
movement were considered advantageous for classroom activities. Opportunities for 
active participation and engagement were a major consideration in the selection of 
compositions and resources for primary music classrooms. 
3.7.2 Marimbas and recorders  
The interviewees discussed the application of a variety of recorder courses with 
accompaniment CDs within primary school educational scenarios. These courses 
included Black Belt Recorder, Cool Cats, Upbeat, Bushfire Press, and Susie Davies-
Splitter’s Recorder book. Teachers wanted more beginner ensemble pieces for 
recorder, and commented upon recorder programs containing melodic and rhythmic 
complexities exceeding students’ reading capabilities. For example, ties over bar-
lines and extended syncopations within some Australian recorder and marimba scores 
were considered inappropriate to age and skill levels. Due to their effective note-
name recitation cueing features Jon Madin’s marimba pieces, I wanna CCC (1998) 
and Blue Danube (2000) were frequently used by all of the teachers interviewed. 
 
Table 14. Teachers’ classroom-instrumental resource preferences 
 
3.7 Musical functions 
Codes Analytical note 
3.7.1 
Resource 
preferences 
The interviewed teachers favoured curriculum resources and 
compositions that included physicality, such as movement, actions 
and instrumental performance. 
3.7.2 
Marimbas and 
recorders 
The interviewees made use of a wide range of readily available 
commercial recorder instruction packages. They expressed a need 
for more pieces suitable for beginner recorder groups and marimba 
instruction. 
3.7.3 Guitars 
and ukuleles 
Multi-instrumental ensembles that include ukuleles and guitars were 
a common feature of upper level primary music programs of the 
interviewed teachers. They expressed a continuing need for pieces 
built on a restricted number of simple chords for those instrumental 
groups.  
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3.7.3 Guitars and ukuleles  
Analysis of the interview data suggests guitar and multi-instrumental activities are 
common to all teachers in upper primary levels. Large instrumental programs 
featured in the music departments of all respondents. The tuition of ukulele is 
frequently commenced in Grade 3 and 4 as a means of preparation for guitar lessons 
in Grades 5 and 6. Two of the interviewed teachers devised their own chordal guitar 
programs, using songs from ABC Sing. Timothy Tuck’s chordal index of the ABC 
Sing books is a useful resource cited in this regard (Tuck, 1989). Multi-instrumental 
groups included ensembles for guitars, ukuleles, recorders, and an assortment of 
woodwind, brass and percussion instruments.  
The respondents provided a description of the instrumentation of multi-
instrumental ensembles commonly found in school music programs. Ukuleles, 
guitars, recorders, and marimbas, as well as orchestral instruments taught in the 
school instrumental program, are all included in the ensembles. The findings reveal 
that new compositions that include basic keys, readable rhythmic units, a few basic 
chords, and flexible instrumentation are advantageous. Furthermore, the accessibility 
of pieces to a diverse range of ensembles and instrumental skill levels was beneficial 
to primary school music programs.  
3.8 Pedagogical characteristics 
The following table offers a description of the principal codes emerging in the data 
pertaining to the pedagogical characteristics and goals of school music compositions. 
  
Table 15. Desirable pedagogical features of classroom music resources 
 
Pedagogical characteristics and goals 
Codes Analytical note 
3.8 
Pedagogical 
characteristics 
Music teaching resources and compositions that include 
accompanying CD recordings, scores and teaching suggestions, 
were found to be the most useful and cost-effective materials by the 
interviewees. They also expressed a need for compositions suitable 
for creating links with other disciplines, such as music-English, and 
music-science. 
3.9 
Pedagogical 
goals 
Two of the interviewed teachers looked for songs promoting 
personal wellbeing and self-affirmation. 
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Cross-disciplinary teaching is increasingly employed at primary school level 
as a means of linking several subjects through the use of topical themes. Within the 
music programs of the interviewees, the current cross-disciplinary theme—such as 
the environment or the Olympic games—determined the choice of songs and 
ensemble repertoire. The inclusion of music CDs and DVD video lessons in 
curriculum packages increased their usefulness and appeal to these teachers. 
Furthermore, the performance options afforded by the provision of song 
accompaniments on CDs were considered advantageous. The price of music 
educational resources was a factor affecting their suitability for programs with limited 
budgets. One teacher rationalised expenditure by purchasing limited quantities of 
ABC Sing class sets, while the balance of funds covered the purchase of instruments 
and choral music. Another teacher suggested the price of Music Room made it an 
unjustifiable expense.  
3.9 Pedagogical goals 
Songs promoting personal values such as self-esteem and self-affirmation were 
prioritised by two of the interviewed teachers. All of those surveyed incorporated 
cross-arts practices in their music teaching, in line with government requirements.31 
For example, “The Arts subjects are also interconnected, particularly through hybrid 
(combinations) and contemporary arts. The curriculum enables exploration of the 
dynamic relationships between Arts subjects” (ACARA, 2013, p. 3).  
The inclusion of inter-disciplinary practices in the curricula discussed by the 
interviewed teachers was in accord with VELS and AusVELS requirements. VELS 
provides many examples of inter-disciplinary teaching. For example, in linking music 
and humanities “students might also !: talk about how and why the musical traditions 
of the other cultures they experience are different from their own!: participate as 
audience and performer in music for celebrations such as a cultural festival for the 
LOTE they are learning” (VELS, 2005 Level 1, p.3). Furthermore, the respondents’ 
inclusion of computer devices and web resources within their music programs 
fulfilled the technological requirements of the AusVELS and ACARA statements. 
Government documents encourage the use of information technology at all levels of 
the primary curriculum, such as the “use of innovative arts practices and available 
and emerging technologies to express ideas and develop empathy with multiple 
viewpoints” (ACARA, 2013, p. 1).  
                                                
31 As spelt out in the VELS, AusVELS and ACARA government curriculum statements. 
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The preference for songs dealing with student concerns and promoting self-
esteem is entirely in keeping with the interpersonal requirements of the government 
curriculum statements. The findings promote arguments for the provision of 
compositions that fulfil extra-musical pedagogical functions, such as a capacity to 
address cross-arts, interdisciplinary, information technology, and interpersonal 
requirements within the curriculum.  
The pedagogical philosophies and methods employed by the teachers 
interviewed in this study frequently reflect aspects of their own musical training. 
These pedagogues teach music notational literacy in lower primary levels, and 
classroom instruments and ensembles in the higher grades. Their teaching methods 
mostly aligned with Orff techniques, while two teachers employed the Kodaly 
method in lower primary classes. They described their needs for compositions that 
fulfil an extensive array of musical and pedagogical characteristics and functions. 
The interviewees referred to musical attributes such as the range, style, genre, 
number, and level of difficulty of parts in scores.  They described the requirements of 
the musical functions, such as the inclusion of physicality—instrument playing and 
movement—and the suitability of the pieces for beginner recorder and guitar 
ensembles.  
Favourable pedagogical characteristics included the provision of recordings 
and teaching notes, while others mentioned the important pedagogical function of 
messages of well-being in the texts of songs. The compositions must also comply 
with the official curriculum requirements for primary classroom, singing, choral and 
instrumental programs. A comprehensive summary of the findings from interviews 
related to musical and pedagogical characteristics and functions of compositions is 
included in the Summary of Part Two on page 87. A description of the ways in which 
the folio of original compositions responds to, and addresses each category is also 
included. 
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CHAPTER FOUR: COMPOSER INTERVIEWS 
 
In a similar manner to the teacher interviews, this chapter presents a qualitative 
analysis of semi-structured interviews undertaken with composers of music for 
primary education settings.  The commentary begins by outlining details regarding 
the composers’ musical and pedagogical training.  Since four out of the five 
interviewed composers were not employed as teachers, the discussion of school-
related matters such as curriculum, length of sessions, and associated duties was not 
addressed.  
The main objective of the interviews with composers was to ascertain specific 
information concerning the characteristics of pieces composed for primary school 
children; for example the pedagogical focus, length, style, keys, or messages 
conveyed in the song texts. Such information was found to be almost entirely absent 
in the literature. Through a process of coding each musical or pedagogical aspect 
discussed, it was possible to determine both the strengths and the underrepresented 
qualities within each category. The findings served to locate the effective or desirable 
features, as well as the ineffective or absent components of these composers’ works 
in the context of the compositional needs identified within the teacher interviews.  
With respect to the research question, the first part of the interview 
established the level of the composers’ authority and understanding of the 
phenomenon under investigation, and their commensurate ability to compose music 
appropriate to primary music education environments. The questions pertaining to 
this issue were: 
1.a. Describe your training in musical composition for children? 
1.b. How many years have you been a composing educational music for 
children? 
 
The interview findings were analysed under four category headings in a 
similar manner to the teacher interviews: musical attributes, musical functions, 
pedagogical characteristics and pedagogical functions. These categories enabled the 
analysis to “drill down” into the data, and to differentiate musical as opposed to 
pedagogical attributes, such as keys, time signatures, and styles in the former 
category, and the manner of presentation of the compositions as teaching resources in 
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the latter. Likewise, the categories enabled the data analysis to separate the musical 
and pedagogical goals of the compositions, such as their intention for vocal, 
ensemble, classroom or concert performance in the first instance, or their role in 
addressing cross-arts, or cross-disciplinary curriculum requirements in the second. 
In order to extract information pertaining to each category, the composers’ 
responses were subjected to a cross-sectional analysis. Examples of compositional 
features identified under each category heading include: 
 
Table 16. Categories of compositional qualities identified within the composer 
interview responses 
 
The questions pertaining to compositional features were: 
1.c. What contexts influence your original music? For instance, do you create 
compositions for concert items, classroom instrumental and/or singing? 
1.d. What else are you trying to convey in your compositions for primary 
school students? 
1.e. What levels of ability do you cater for in your compositions for these 
educational contexts? 
 2.a. What criteria govern the selection of text to be set to music in primary 
educational contexts? 
2.c. What criteria or features are common to pieces that have been successful 
in an educational context?  
2.d. What do you want teachers and primary school students to gain from 
 Categories Examples of compositional characteristics identified within 
the interview responses. 
1 Musical 
attributes 
Style preferences such as jazz, rock or ballads, as well as key, 
rhythm, length, and subject matter of song lyrics. 
2 Musical 
functions 
The suitability of the compositions in Kodaly music literacy 
programs, or in other methodologies such as Orff.  The music’s 
usefulness in marimba, recorder, classroom singing and 
instrumental programs, and for choral ensembles. 
3 Pedagogical 
characteristics 
The amount of classroom resources, time frame, age range and 
skill level required for teaching or learning the compositions. 
The provision of scores, chord charts, recordings, and other 
teaching aids. 
4 Pedagogical 
goals 
Achievable musical and extra-musical teaching/learning 
outcomes, such as scope for student contribution, physicality and 
active engagement. 
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learning and performing your compositions? 
2.e. What is the most challenging aspect or aspects of composing for primary 
school students? How might those challenges be remedied? 
3.a. How do you deal with the phenomenon of peer music culture in your 
compositions? 
3.b. Are there any further comments you’d like to add about composing for 
primary school students? 
 
Composers surveyed within this project were selected upon the basis of 
several criteria, including their primary teaching qualifications, extensive experience 
either as a teacher or as a presenter of professional development training for primary 
school music teachers, and a widely recognised body of compositions utilised within 
primary school education. Advanced levels of musical training in childhood and 
within tertiary education were features common to all of the composers surveyed. 
Four of the five composers commenced composing educational resources in the late 
1980s or early 1990s when there were few Australian teaching materials suitable for 
use in Orff-style classroom teaching programs. The fifth composer began writing 
educational music in the last ten years, after being inspired by ground-breaking work 
undertaken by another composer interviewed within this study. Workshops and 
conferences conducted by the Victorian Orff Schulwerk Association (VOSA) are 
crucial points of intersection for composers and teachers. The Orff Association 
promotes and sells the resources of local composers and educators that otherwise 
might not be published and sold. The interviewed teachers are all regular workshop 
participants.  
Only two of the five composers had taught full-time in primary and secondary 
schools for more than a few years. Composers with little direct teaching experience 
spoke of wanting to flex their creative and instrumental muscles, and to be able to 
work with school children according to their own musical agenda, rather than those 
mandated by the requirements of schools. These composers have continued to work 
with young children as sessional presenters, while four of the composers have taught 
extensively in university education faculties. 
This research also suggests materials by these composers are frequently 
employed as pedagogic resources in tertiary programs pertaining to primary school 
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music teacher training. The interview responses indicate that the success of their 
works is largely a result of their own efforts as performers and marketers in a range 
of music education forums. All of the surveyed composers publish independently. 
The Australian Orff Schulwerk and Kodaly Associations are major retailers of their 
resources. Furthermore, they all presented their compositions and pedagogical 
practices as visiting artists in schools throughout Australia and overseas. Performing 
the works to teachers and children was generally regarded as essential in the 
successful promotion of the music. 
4.1 Composers’ training and skill levels  
Table 17 outlines the codes and key analytical points emerging from the interviews 
regarding composers’ training and skill levels. 
 
Table 17. Composers’ pedagogical and musicianship skill levels  
 
4.1.1 Musical training 
All of the sampled composers described having a high level of aural acuity from an 
early age, nurtured through music-loving parents, private music lessons, choir 
membership or playing in the local brass band, to name a few. They had all received 
traditional training in theory, form and style. Furthermore, they achieved high levels 
4.1 Composers’ training and skill levels 
Codes Analytical notes 
4.1.1 Musical 
training  
All of the interviewed composers had high levels of music concept 
knowledge and instrumental skills as a result of studies undertaken 
both privately and at university. They had extensive experience 
performing in bands and ensembles, and were proficient music 
readers. 
4.1.2 
Pedagogical 
skill levels 
Four the composers had combined music and education degrees, 
and three had Masters of Education degrees. They are all classed as 
music specialists according to the Australian Institute of Teaching 
(AIT) criteria. Their high levels of Kodaly and Orff expertise were 
attained after graduation through self-initiated professional 
development. 
4.1.3 
Compositional 
training and 
style 
Their compositional skills were largely self-taught, and developed 
in response to perceived gaps in available resources for primary 
music education. Four of the composers were not practising teachers 
and were instead working as visiting artists in schools. These 
composers did not attempt to appease the popular music demands of 
students. 
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of technical proficiency on at least one instrument, and generally high levels of 
musical aptitude, having studied music at university level.32 The interviewees had 
developed improvisational skills as members of rock bands, folk dance groups, and in 
one case, an early music ensemble. For two of the composers their training and 
personal preference had steered them into folk dance, while two others were skilled 
jazz/rock players. None were practicing classical recitalists. 
4.1.2 Pedagogical skill levels 
All of the composers interviewed within this project had undertaken teacher training 
within different degree structures. For instance, two composers completed a Bachelor 
of Music, and Diploma of Education, two studied a Bachelor of Music Education, 
and one undertook a Bachelor of Education. Three interviewees obtained Master of 
Education degrees. These courses were undertaken between the late 1970s and mid 
1990s, and provided very limited training in Orff and Kodaly methods. 
4.1.3 Compositional training and style 
There was no explicit educational composition training in any of their university 
courses. All of the interviewees viewed their composing skills as primarily self-
taught. Key musical identities in the Melbourne music education scene proved 
significant inspiration for two of the composers, while for others, an increasing 
exposure to the work of overseas presenters at National Orff conferences became 
influential to their practices. Two of the musicians interviewed ran early childhood 
music classes, giving them a greater understanding of the requirements of that age 
group. The songs written for these early childhood classes—and their enthusiastic 
reception by children and parents—established trends within their compositional 
output.  
A level of unease with existing music education paradigms, repertoire and 
resources available upon graduation was commonly expressed. Following entry to the 
workforce, their compositional style was influenced by their respective teaching 
environments: classroom, preschool or as visiting artists. They started out arranging 
and adapting pieces for specific educational needs, progressively advancing over the 
last 15 to 25 years to composing and producing their own songs, albums and 
associated teaching resources. They felt confident their musical knowledge equipped 
                                                
32 The university degrees of all of the interviewed composers required either audition for entry, or 
proof of advanced musical aptitude for entry into the music-major stream.  
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them to compose pieces in response to their respective teaching circumstances. “If I 
didn’t have a teenager at home, I wouldn’t have a clue what young people were 
listening to”, replied one composer. Most of these composers did not teach primary 
students daily, and they were therefore not exposed to the constant demands of 
students for more accessible music. They drop in and out of the schools, and do not 
have to deal with the issue of peer musical culture so directly. The one composer 
employed as a school music teacher said, “there is no point me using their [peer] 
music at school. My job is to broaden their horizons.” If they needed something more 
recent, this teacher-composer would use ABC Sing.  
Another composer described the unsettling experience of occasionally having 
their school presentations met with students’ rolling eyes. They felt in those cases 
that the music teacher was not exposing the children to diverse musical repertoire. 
The composers with a group dance/movement focus related that children realised that 
the students’ peer music had no validity in this situation, as they were quickly swept 
up in the excitement of folk songs and dances. A few of the composers used modern 
beats and riffs extensively in their own music, as a means of hooking the children 
into the instrument playing or the associated movements.  
The empirical data collected in this research suggests the musical training and 
expertise of these composers—all of whom undertook teacher training—is well in 
excess of students within the generalist Bachelor of Education degree (Chadwick, 
2000; Heinrich, 2012; Petrova, 2005, 2012; Russell-Bowie, 1997). All of the 
interviewed composers reported feeling inadequately prepared by their University 
training, in the same manner related by the interviewed teachers. The surveyed 
composers had subsequently developed high levels of expertise in Orff and Kodaly 
processes through self-initiated professional development.  
These findings concur with previous research probing the levels of 
pedagogical preparedness of teachers (Ballantyne, 2005; McKay-Brown, 1999; 
Newton, 2008). Each of the interviewed composers has a distinctive compositional 
style and performance preference such as a focus on marimbas, singing and 
movement, folk music, ballads or school musicals. These findings establish the 
credentials of the interviewed composers by demonstrating their significant levels of 
musical knowledge and instrumental expertise, as well as their comprehensive 
knowledge of music pedagogy practices and methodologies. 
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4.2 Musical attributes 
Table 18 outlines the codes and key analytical points emerging from the interviews 
regarding the musical attributes of the composers’ works. 
4.2.1 Styles and genres 
One of the interviewees composed music for singers only, while another composed 
exclusively for classroom instruments. The other three composers wrote music for 
instrumentalists and singers. Each of the surveyed musicians has a main 
compositional style preference; these include jazz, rock, folk, ballads, and world 
music. 
4.2.2 Sources and roles of text 
In all cases, the songs lyrics were either written by the composers, or they were 
assembled from particular topics or issues based on students’ suggestions. Copyright 
restrictions and fees surrounding other authors’ poetry and verse were a deterrent to 
the selection of those texts for songs. In a number of cases, the linking of text to 
movement or actions, or for the purpose of instrumental performance memory cues, 
were of primary importance. Three of the interviewed musicians spoke of seeking 
verses with underlying messages of self-esteem/value. Conversely, others spoke of 
avoiding such topics, preferring humorous or silly songs. One respondent specialised 
in songs based on their students’ ideas and lyrics, which were subsequently 
assembled into school musicals. The inclusion of arrangements of popular songs was 
avoided as the fees to do so could easily eliminate the profits from sales.  
 
Table 18. Textual and stylistic preferences of the interviewed composers 
 
In most cases, the interviewed composers’ styles were derived from popular 
and folk music idioms, as opposed to classical music forms. Their compositions drew 
4.2 Musical Attributes 
Codes Analytical notes 
4.2.1 Styles 
and genres  
Each of the interviewed composers had a preferred style; these 
included jazz, swing, rock, folk, ballads, and world music. 
4.2.2 
Sources 
and roles of 
text. 
These composers used their own texts, as well as lyrics written by 
students. They avoided verses by living authors, due to copyright 
restrictions and fees. Words that linked music to actions were widely 
used, as were stories and humorous verse, and texts expressing social 
and personal issues relevant to primary age children. 
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on a wide range of musical variants within their respective genres, for example the 
jazz composer includes blues, scat, swing, bebop and ballads. They wrote their own 
lyrics in response to the specific requirements of the piece; these included songs 
about light-hearted or serious topics, or pieces designed to cue movement and 
activity. The interviewed composers performed their own music, and made their 
works known through appearances at music conferences and self-initiated teacher-
training workshops. The interview responses describe how their compositions—and 
the lyrics thereof—reflected their personal musical, literary and pedagogical 
preferences and strengths. The findings from the interview analysis present 
arguments for greater representation of new compositions in styles not already well 
provided for by these composers, such as classical and contemporary styles.  
4.3 Musical functions 
Table 19 outlines the codes and key analytical points emerging from the interviews 
regarding the musical functions of the composers’ works. 
 
Table 19. Creating works for four-octave classroom marimbas 
 
4.3.1 Marimbas 
The compositions of the interviewed composers are used by classroom teachers 
across the full spectrum of primary and junior secondary classes. The development of 
inexpensive, four octave, hand-made marimbas designed by Andy Rigby and Jon 
Madin (2005) set in train a proliferation of marimbas throughout Victorian schools in 
the mid-1990s and resulted in many compositions being written specifically for these 
mainly white-note instruments. Bass and alto marimbas that include F# and Bb bars 
are also widespread. The marimbas have since expanded their reach to all parts of 
Australia and overseas. Three of the interviewed composers have written music 
specifically for marimba, while another one included simplified accompaniments for 
4.3 Musical Functions 
Codes Analytical notes 
4.3.1 
Marimbas 
Compositions for four octave classroom marimbas featured 
prominently in the output of four of the composers. Their 
compositions included syncopated and poly-rhythmic features 
commonly found in African, Caribbean, and Latin American 
musical idioms. 
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these instruments in their pedagogic resources.  
One composer’s stated intention in composing for large classroom marimbas 
was to enable the performance of sophisticated rhythms and melodies such as Latin 
music in concordance with language teaching practice: sound before symbols. These 
syncopated styles are typically well beyond the students’ reading capabilities, and yet 
are well within their performance capabilities. That same composer commented that 
large classroom marimbas were a most effective instrument in the performance of 
non-western cultural styles such as African, Caribbean, and South American. Such 
instruments gave added authenticity to the performance of pieces written in those 
styles.  
The compositions for marimbas made no literacy requirement on the part of 
teachers or students. The large, inexpensive, wide-spread, easy to play, and versatile 
Rigby/Madin marimbas were enthusiastically embraced by school students, and were 
ideally suited to original compositions incorporating African, Caribbean, and Latin 
American idioms. The findings promote arguments for an increased provision of 
versatile compositions to suit diverse instrumental combinations comprising tuned 
and untuned percussion, voice, recorders, guitars, ukuleles, marimbas, and classical 
instruments. 
4.4 Pedagogical characteristics 
Table 20 outlines the codes and key analytical points emerging from the interviews 
regarding the pedagogical characteristics of the composers’ works. 
 
Table 20. The accessibility of the interviewed composers’ works 
4.4 Pedagogical characteristics 
Codes Analytical notes 
4.4.1 Level of 
difficulty 
The compositions were designed to be accessible to teachers and 
children with little or no music concept knowledge or instrumental 
ability. Most compositions were designed to be compatible with 
Orff methodology. 
4.4.2 
Accessibility 
The pieces were based on short, simple and repetitive song forms, 
thereby enabling rapid learning and memorisation. 
4.4.3 Digital 
and print 
resources 
All of the composers’ music is available on CDs in order that 
teaching and performance need not rely on music reading or 
performance ability. One composer provided vocal and 
accompaniment recordings, whereas they all provided printed 
resources. Four composers maintained websites, while none 
provided interactive software. 
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4.4.1 Level of difficulty 
The surveyed musicians reveal all of their compositions can be taught quickly via 
demonstration and repetition without any recourse to score reading. For example, 
melodies are learnt through spoken letter names, and harmonies are conveyed 
likewise by speaking or singing the top or bottom note of chords, whereupon two or 
three mallets held in a fixed chord inversion move in unison to create the complete 
chords on marimbas. Movement, actions, dances and singing games—typically used 
in Orff music instruction—were integral to the music of two of the composers. 
Teachers with high-level music arranging skills and Orff expertise could readily 
arrange the interviewed composers’ works for performance on Orff instruments.  
Two composers spoke of trying to replicate the structure and appeal of 
successful songs in later works, with less success. One instrumental composer had 
recently chanced upon a textual cuing device, which was revolutionising their 
accessibility, and leading to numerous very popular works. Original music based 
upon the understanding that the musical-technical skill level within a single primary 
classroom varies enormously was frequently apparent within the interview responses.  
4.4.2 Accessibility 
Composers spoke of their preference for simplicity of style, form and structure as a 
means of enabling rapid instruction and memorisation. The experimentation with 
compositions and associated teaching material that led to greater active 
participation—irrespective of the child’s pre-existing music skill level—therefore 
became a fundamental objective. The pieces were designed principally for primary 
school students, but in many cases they were equally effective with junior and upper 
secondary students. Particular songs catered for specific age groups. Many of the 
songs and “play-party” type dance/instrumental pieces worked equally effectively 
with primary age children and adults. The simplicity of melodic or formal structure, 
and the ability to engage performers and audience rapidly were the primary 
noticeable qualities of very popular pieces.  
In the teachers’ books compiled by two of the composers, a large number of 
songs were printed without melodic scores or accompaniment chord names, but with 
lyrics only. The other three composers provided melody, chords, and simplified 
accompanimental classroom arrangements for tuned and un-tuned percussion 
instruments. In all cases, the compositions and resources were presented in such a 
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way as to be accessible to teachers with little or no music reading or performance 
skills. The composers acknowledged the likelihood of very limited music skills of 
students and teachers through the inclusion of vocal and backing recordings.  
All of the surveyed composers interviewed endeavoured to remove technical 
obstacles to instrumental performance and musical participation. In the case of those 
participants whose works utilised the Orff classroom instrumentarium, their 
compositions employed restricted ranges and keys to suit those instruments. The 
challenging parameters of composing for classroom instruments with restricted key 
options and note ranges was frequently seen as a positive component of the 
compositional process, while the four octave Madin marimbas alleviated the melodic 
range restrictions to a large degree. The unknown make-up of schools’ 
instrumentarium necessitated a flexible approach for composers as regards the 
performance options taken by students. 
4.4.3 Digital and print resources 
Three of the interviewed musicians engaged overseas distributers to handle 
international sales of their resources, while four of the interviewees offered 
commercially available CD recordings of all their pieces, including songs and dances. 
One of the participants in the study provided both accompaniment-only and vocal 
CDs. Four of the interviewed composers maintained websites listing their resources, 
while none provided video or interactive software. Self-published printed resources—
teacher notes and CD booklets—were produced by each of the composers. The 
concern over digital piracy, promotion, distribution, and pricing books and CDs was 
also raised. Rapid advancements in technology and e-resources were difficult to keep 
up with.  
The proliferation and complexity of digital delivery platforms was a 
commonly cited area of concern, with only one composer moving into sales of their 
downloaded pieces via a major online provider. All of the teachers spoke of 
approaching the purchase of education resources with caution, as they expect 
maximum return for their investment. The self-publishing composers described trying 
to balance the recovery of production costs, the building of profit margins, and the 
need to compensate for loss of sales due to copying.   
 The accessibility of music, to both students and teachers was a key concern of 
all of the interviewees. Through the provision of vocal and accompaniment 
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recordings, and comprehensive teaching instructions they actively designed for 
simplicity of structure and ease of instruction. Their compositions acknowledged the 
possibility of low musical and pedagogical skill levels on the parts of both teachers 
and students at all primary levels, in keeping with literature addressing this 
phenomenon (Crowe, 2006; Lierse, 1998).  A case for an increase in the provision of 
versatile new compositions that can provide equally for beginners and advanced skill 
levels—on the part of both teachers and students—is advanced in the interview 
findings.  
4.5 Pedagogical goals 
Table 21 outlines the codes and key analytical points emerging from the interviews 
regarding the pedagogical goals of the composers’ works. 
 
Table 21. Methodological and praxial features of the composers’ output 
 
4.5.1 Methodologies 
All of the interviewed composers referenced an Orff aligned experience; that is, 
music-making built on active involvement. The application of the compositions to the 
pedagogical instruction of music literacy, musical concepts, and terminology was a 
low priority of all interviewed composers. Only one composer’s work drew upon the 
Kodaly solfege practices through the provision of simplified accompaniments using 
4.5 Pedagogical goals 
Codes Analytical notes 
4.5.1 
Methodologies 
All of the interviewed composers employed Orff processes in their 
compositions, including movement, actions, tuned and untuned 
percussion, classroom instruments, and singing. There were 
relatively few examples of music suited to literacy building and 
Kodaly processes in their oeuvre. All of the composers aimed to 
increase students’ understanding of musical concepts: for example 
form, style, dynamics, and ensemble performance. 
4.5.2 Active 
engagement and 
ownership 
Active physical engagement, student contribution and ownership 
were high priorities of the interviewed composers. Students were 
physically engaged through singing, instrument playing, dance and 
movement. They gain ownership through the creation of their own 
lyrics, rhythms, actions, improvisations, and dances. 
4.5.3 Personal 
and social 
wellbeing 
The promotion of self-esteem and wellbeing were high priorities of 
two of the song composers. All of the composers hoped to 
encourage social belonging through ensemble music-making, 
dance and movement. 
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small solfa fragments; for example so-me, and do-me-so. All of the pieces could be 
readily taught or learned without recourse to music literacy skills on the part of 
teachers and students. In the case of the composers whose works utilised the Orff 
classroom instrumentarium, their compositions employed restricted ranges and keys 
to suit those instruments. While not the composers’ primary stated objective, the 
development of an understanding of basic musical concepts and structure, and the 
development of ensemble performance skills was considered integral to the pieces. 
Other educational aims included exposing primary students to a broad harmonic and 
rhythmic palette of works incorporating Latin, African, European, and Jewish 
stylistic features.  
4.5.2 Active engagement and ownership 
A common objective identified by of all the composers was the provision of music 
that physically engages children through either singing, playing on instruments, 
dancing or movement. In all cases, the sampled group expressed their desire to create 
“spaces” in their music for children to actively contribute elements such as, lyrics, 
rhythms, actions, or melodic and rhythmic improvisations. At the top level of 
intended outcomes was student involvement and participation, through the creation of 
lyrics, choruses or verses, instrumental performances, improvised responses, dances 
or singing. Two of the composers who conduct school performances utilizing their 
own compositions incorporate student participation through singing, role-playing, 
dance, “call and response” songs, story-telling, and games.  
4.5.3 Personal and social wellbeing 
Several of the research sample spoke of seeking texts with underlying messages of 
self-value. Another emergent theme within the data was the conveyance of messages 
of self-affirmation, such as social justice, wellbeing, confidence and self-esteem 
(Elliott, 2007, p. 83; Elliott, 2012, p. 22). One interviewee hoped for an aesthetic 
response; that is, engendering positive and uplifting responses in the performers and 
audience. One composer’s aim was to write songs that confronted and dealt with, in a 
positive way, sensitive issues frequently raised by primary students. Another 
respondent stated their primary objective succinctly as “facilitating a sense of social 
belonging”. The music was written in an accessible manner, in order to facilitate 
opportunities for social interaction.  
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The interviewed musicians’ works and methodologies were primarily aligned 
with Orff music teaching processes. Except for a few isolated cases, they did not 
compose for Kodaly solfege usage. Given that the musical and pedagogical expertise 
required to teach using the literacy-focussed Kodaly method is not provided in 
generalist primary teacher training courses in Australia, it is understandable that this 
process was rarely addressed by these composers (Heinrich, 2012). An examination 
of numerous compositions by the three of the interviewees revealed a level of musical 
complexity exceeding the music literacy capabilities of most generalist teachers and 
primary students (Ballantyne, 2005; Heinrich, 2012). This finding corroborates the 
low priority given to music literacy development by those interviewed.  
Active engagement, physicality, a sense of belonging and ownership were key 
priorities of the interviewed composers. The critical analysis of the interview data 
promotes a case for an increased provision of compositions that can effectively cater 
for the requirements of a wide range of methodologies, for example Kodaly, Orff or 
any hybrid processes. It also provides arguments for the increased provision of new 
original works that cater equally for literacy and non-literacy based music teaching 
and learning approaches, while continuing to make provision for active engagement, 
physicality and social interaction.  
All of those interviewed in this research knew each other and the researcher. 
They had observed workshops and performances of each other’s work on many 
occasions at Orff and professional development workshops, and their music 
frequently featured in national publications, and in schools’ performances throughout 
Australia. Each of the interviewed participants’ oeuvre addressed perceived 
shortcomings in commercial primary student teaching resources. Three such 
musicians shared the common pedagogical aim of eliminating notational and 
technical obstacles to performance. None of those interviewed prioritised musical 
literacy. Their method preferences were closely aligned to Orff, and contained only 
small amounts of material suited to Kodaly methodology, such as rhythm time 
names, and small amounts of solfa recitation. The low priority of composers 
regarding the inclusion of music literacy teaching devices in their pieces, contrasts 
with the frequent use of those devices by the interviewed teachers. All of those 
pedagogues were very familiar with, and used the music of at least four of the 
interviewed composers.  
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Whereas all of the interviewed musicians experienced a classical-style music 
training prior to and during their university education, their subsequent compositional 
styles for educational purposes includes jazz, rock, blues, folk, and early music. All 
of the sample were highly proficient on at least one instrument, and made full use of 
their vocal and instrumental skills in workshops, and in the recordings of their music. 
As means of earning income and promoting sales of their work, four of the 
interviewees regularly conducted workshops for teachers, utilising their highly 
developed teacher workshop presentation skills. The research literature describes the 
high levels of performance and entertainment expertise required to conduct music 
sessions, in comparison with other school subjects (Kane, 2001, p. 6; Lierse, 1998, p. 
50). The interviewees reported the apparent ease with which they presented their 
material, as a major factor influencing sales, and the uptake of their work.  
The idiom of the compositions reflected the ensemble performance experiences 
of the composers in rock groups, folk groups, dance bands, and jazz ensembles. They 
all felt compelled to create music that encouraged participation, ownership, social 
belonging and cohesion. Participation took the form of actions, movements, dance, 
instrumental and vocal performance. Ownership was promoted through the inclusion 
of student contributions such as lyrics, movements, and rhythmic/melodic 
improvisations. Social cohesion was encouraged through folk dancing, multi-
instrumental ensemble performances, the creation of music addressing students 
concerns, and music offering messages of self-affirmation.  
 
SUMMARY OF PART TWO 
The literature surveyed within this project revealed almost nothing of the 
compositional needs or experiences of highly trained specialist primary classroom 
music teachers in Australia. Were there sufficient time and resources, I would 
conduct interviews with a distinctly generalist group of classroom music teachers, 
with minimal music skills, contrasting these more purposefully with findings from a 
group of music specialist. The three non-specialist teachers interviewed possessed 
music expertise well beyond the level of most generalist graduates (Crowe, 2006, p. 
172; Russell-Bowie, 2002, p. 38). Their compositional preferences aligned with those 
of the two specialist teachers interviewed, rather than with the requirements of 
generalists, revealed in the literature survey. The interview data draws attention to an 
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important issue: compositional resources for generalist teachers often fail to address 
the needs of the specialists, and vice versa. This finding promotes a case for the 
increased availability of works that simultaneously address the needs of both groups. 
The analysis of interview data has identified numerous favourable and 
unhelpful or unpopular features of compositions for primary classrooms. The 
positively viewed qualities include versatility, suitability for both classroom and 
concert use, and appeal to adults and children.  Access to projectable and printable 
digital scores and teaching notes, together with lively recordings increases their 
appeal further. The respondents spoke in favour of pieces that can be performed with 
minimal instruments, resources, time, and teaching spaces. They expressed a need for 
music that fulfilled the cross-arts, interpersonal, and interdisciplinary requirements of 
the government curriculum statement. For reasons of practicality respondents 
disapproved of songs with a range below middle C, and recorder pieces with complex 
rhythms. 
Secondly, the analysis of the interview data has identified those desirable 
musical and pedagogical features reported by the interviewed teachers that are scarce, 
or absent in commercially-produced teaching kits and compositions for primary 
music environments. The participant pedagogues required more music constructed in 
basic keys, with simple and readable rhythmic units and melodic lines, basic chords, 
and flexible instrumentation. Songs adaptable to different combinations of singing, 
recording and instrumental ensembles were reportedly scarce, as were simple rounds 
and partner songs33 that encouraged harmony singing. The interviewed teachers 
expressed a desire for greater provision of resources accessible to the widest possible 
range of skill levels on the part of the teachers and students. They favoured an 
increase in methodologically diverse songs applicable to Orff, Kodaly and other 
hybrid processes. Finally, the need for a greater range and diversity of textual subject 
matter—poignant to humorous—including an increased representation of music 
addressing Australian identity and culture was indicated in the interview responses. 
 The teachers participating in this study spoke in favour of many of the 
qualities found in the works of the interviewed composers. For example, the desirable 
musical attributes included short, simple and repetitive, easily memorised musical 
structures, the melodic and rhythmic influence of world-music, and both modern and 
traditional music genres including jazz, blues, rock, folk music, and ballads. Music 
                                                
33 Partner songs: Two or more songs that can be sung simultaneously, such as ‘Land of the silver 
birch’ and ‘Canoe song’ (ABC Sing, 1993, pp. 58-59) 
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suitable for classroom and concert performance on marimbas and untuned percussion 
ensembles was highly regarded by the respondents. They appreciated the provision of 
accompaniments, vocal recordings and teaching notes. Scope for active engagement 
and physicality through instrument playing, actions, dances, and the music’s 
accessibility to teachers and students with low music-skill levels were seen to be 
desirable qualities. The music’s ability to enhance social interaction and group 
cohesion, combined with opportunities for student contributions by way of lyrics, 
rhythms, improvisation, movement and dances were viewed as positive aspects of the 
oeuvre of the interviewed composers. 
Finally, the interview analysis identified features either infrequently addressed 
or not present in the compositions of the interviewed composers. Some of these 
under-represented characteristics include the music’s ability to familiarise students 
with a broad range of old and classical styles, including Renaissance, Baroque, 
Minimalist and Aleatoric scores. Versatile pieces capable of simultaneously servicing 
singers and standard school instruments—such as untuned percussion, recorders, 
guitars, ukuleles, and Orff instruments—was perceived be in relatively short supply. 
The desire for an increased provision of works equally accessible to both specialist 
music literacy-building methodologies, such as Kodaly, and non-literacy 
methodologies was a regularly occurring theme within the interview analysis.  
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PART THREE: RESOURCES AND CREATIVE WORK 
 
INTRODUCTION TO PART THREE 
Parts One and Two of the exegesis investigated compositions from the standpoint of 
academic writing on the subject, and through semi-structured interviews with 
professional practitioners: teachers and composers. In Part Three, the compositions 
themselves will be examined. Findings of a survey of 1004 pieces from widely used 
publications will be presented in Chapter Five. The results of the critical analysis of 
all sources of data are applied to the creation of the folio of original works provided 
within Chapter Six.  
Chapter Five continues the investigation into the musical and pedagogical 
motivation and priorities of composers writing for primary school classrooms. The 
most widely accessed publications identified within the interviews were Upbeat, 
Music Room, and ABC Sing. The literature survey in Chapter Two and the qualitative 
analysis of interview data presented in Chapters Three and Four were unable to reveal 
specific information regarding desirable musical attributes of compositions used in 
primary music classrooms, such as keys, pitch ranges, styles, metres, and lengths of 
compositions. In addition, these aspects of the research have not provided sufficient 
details of the intended musical and pedagogical goals of the compositions used in the 
primary school setting. Reflection upon the data emergent in the current research 
poses questions regarding the design of such materials. For example, are these forms 
of music devised to fulfil ensemble performance, concert presentations, inter-
disciplinary or cross-arts roles?  
Chapter Six describes the attributes and functions of the folio of original 
compositions in the context of analytical categories and codes developed and 
examined within the literature review, the interviews and the survey of primary music 
curriculum compositions. The folio responds to the emergent analysis in two ways. In 
the first instance it includes, where practicable, the features of classroom music 
identified favourably in the literature and supported by the analysis of the interview 
data. In the second instance the original works incorporate musical and pedagogical 
preferences of the interviewed teachers that are infrequently provided in the surveyed 
music teaching publications. Chapter Six also presents examples and extracts of the 
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original scores, illustrating the ways in which they respond to the research findings 
within each category. 
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CHAPTER FIVE: SURVEY OF PRIMARY MUSIC COMPOSITIONS 
As regards the relevant traits of compositions, the coding and categorisation of works 
undertaken in this study serves to address some evident shortcomings in the available 
research. As a means of assessing the compositions, this chapter presents an 
analytical survey of 1004 works from three major Australian primary classroom 
publications: Music Room, Upbeat and ABC Sing. These three sources of primary 
class music literature were chosen for this survey, since they were the most often 
cited by the interview participants. The ABC Sing survey was confined to the years 
1999 to 2009. Upbeat (2010) and Music Room (2012) are complete primary music 
curriculum packages with lessons for every week of the seven years of primary 
schooling, whereas ABC Sing is an annual songbook publication. The survey 
examined 556 compositions from ABC Sing books–1999 to 2009, 302 pieces 
contained in Upbeat the levels 1 to 7, and 146 works found in Music Room levels 2 to 
6.34 
 
ABC Sing 
With annual sales of over 75 000 copies, the ABC Sing series is the most widely-used 
classroom music resource in Australia over the last 60 years. Each book contains 52 
songs selected by a panel of educators (Bolliger, 2008). It contains a mixture of 
popular, folk, and specifically-composed pieces for primary classrooms. Popular 
songs are transposed into keys appropriate to young voices. Since 1993, the 
accompanying teachers’ handbooks and percussion books have adopted an Orff 
rhythm and movement focus. My own pieces began appearing in the publication at 
this time. The books are published with vocal and accompaniment CDs. An overview 
of the contents and format of ABC Sing publications since 1954 is included in 
Appendix B on page 162. 
 
Upbeat 
The Upbeat program was originally issued in 1988 in response to the requirements of 
the Guide to Music in Primary Schools (1981). This was the last Victorian 
Government curriculum document to address music as a stand-alone subject, rather 
than grouping it with other arts subjects. Upbeat relieved music teachers of the 
                                                
34 556 ABC + 302 Upbeat +146 Music Room = 1004. 
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burden of developing a Foundation to Year 6 music syllabus. The inability of 
teachers to write an effective, equitable music program is born-out through the 
literature survey undertaken in Chapter Two (Ballantyne, 2005, pp. 144, 177; Crowe, 
2006, p. 173; Watson, 1999, p. 223). Upbeat was the first complete commercial 
Australian primary music package providing 40 units of work for each year level 
from Foundation to Grade 6 (Leask, 1988). The kit was issued with a set of cassette 
tapes containing singing and backing tracks for all pieces.  
Upbeat was reissued in 2010 in a greatly-expanded form with CD recordings. 
The author’s style preference favours jazz and swing. There are numerous songs with 
texts relating to the alphabet, the seasons, the days of the week, and months of the 
year. The narrative and ghost story lyrics of many of the pieces are designed for 
sound-effect accompaniments on tuned and untuned percussion accompaniment. The 
pedagogical focus is set out in the introduction to the 1988 edition:  
The physical demands and the resultant time needed to develop instrumental or vocal 
technique can detract from the time to devote to activity in which aesthetic response 
may take place. Similarly to spend a great deal of time at notation or projects on the 
life of musicians leaves less time for music making and responding to it. (Leask, 
1988, p. 8)  
 
The Upbeat compendium has a companion recorder and guitar charts series 
with similar up-tempo backing CDs. Upbeat is not compatible with the Kodaly 
method, it has limited compatibility with Orff programs, and contains a significantly 
greater number of pieces than Music Room.  87 out of a total 302 songs and chants 
(30%) are composed by the author Jeffrey Leask. The remaining 215 compositions 
(70%) comprise local and international folk songs, ballads and children’s songs, 
many of which have been arranged by Leask.  
 
Music Room 
Music Room is a complete primary classroom music teaching resource comprising 
seven levels with forty weeks of teaching material in each kit (Fairbairn, 2005). First 
published in 2005, Level 1 is an entirely interactive, whiteboard-based program. A 
new level has been published each year, and the latest issue—unavailable at the time 
of this survey—is Level 7 (2012). Music Room and Upbeat are the only 
comprehensive, commercially available Australian primary music teaching packages. 
They fulfil all requirements of the Victorian Government music curriculum statement 
(VELS, 2005). Both Music Room and Upbeat assume no music specialist skills on the 
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part of the teacher. All classroom music-literacy activities work at the basic levels of 
pitch and rhythm, and include detailed lists matching each activity to its 
corresponding VELS requirement.  
All the teachers participating in this research use Music Room in conjunction 
with other music education materials. The authors composed 93 of the total 142 
songs and chants (65%) contained in Levels 2 to 6. The remaining 49 songs (35%) 
are traditional, of which 33 (23%) have undergone textual and accompanimental 
arrangement. All of the traditional folk and children’s songs are in the public domain 
(non-copyright). The Music Room kits are numbered 1 to 7, which nominally equates 
to AusVELS Foundation to Level 6 (VELS levels 1 to 4). For example, the material 
in each level corresponds to the educational maturity of its nominal grade equivalent; 
Level 1 = Foundation, Level 2 = Grade 1, Level 4 = Grade 4.  
The use of the term “level” rather than “grade” allows for flexibility in 
teachers’ use of the resource, and acknowledges that schools will have students 
functioning across a range of abilities right up to grade 6. For example, it is not 
uncommon for students to be operating at VELS level 1 at Grade 6 (Watson, 1999, p. 
218). However, Music Room levels are not fully interchangeable between grades. 
Songs and games for lower years will often be inappropriate for higher grades, and 
vice-versa. Music Room Foundation (Level 1) is excluded from the analysis, since it 
is an interactive whiteboard package. Table 22 shows the comparable primary level to 
each Music Room kit. 
 
Table 22. Music Room kits numbers 1 to 6, matched to their equivalent 
primary grades 
 
 
The survey instruments 
The survey of resources recorded relevant details of each and every song. The pieces 
were set out in tables with columns for: composer, lyricist, year, CD track number, 
country, ethnicity, key note, modality, scale, time signature, lowest note, highest note, 
rhythm complexity level, speed, style, and topic. The last columns identify principal 
Kit Level  1 2 3 4 5 6 
Grade  Foundation 1 2 3 4 5 
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and secondary pedagogical foci described in the accompanying teachers’ notes such 
as performance or score reading expectations. The tables present the categories of 
codes such as composer, lowest and highest notes, keys and rhythm complexity, in 
order to determine the representation of attributes previously identified in the 
literature and interviews. The coded tables are included in Appendix E on page 184. 
The survey conducted within this inquiry investigated the resources in the context of 
the categories and subcategories identified in the literature survey and interviews. 
The analysis of the tables of compositional data enabled the quantification of details 
such as: 
 
Table 23. An overview of analytical categories and subcategories of the 
survey 
 
5.1 Musical Attributes 
Table 24 summarises the findings regarding musical attributes obtained from the 
survey of teaching resources. 
5.1.1 Modalities and meters 
The coding of compositions reveals the distinctive key, meter, and stylistic 
differences of each work. ABC Sing includes the largest range of keys, meters, and 
5. Survey of Primary Music Curriculum Compositions 
Categories Codes 
5.1 Musical 
attributes 
5.1.1 Modalities and meters: Key, modality, and time signatures.  
5.1.2 Styles and genres: Musical style, Country of origin, ethnicity.   
5.1.3 Notation: Level of rhythmic, harmonic and notational complexity. 
Length, and note ranges. 
5.2 Musical 
functions 
5.2.1 Musical understandings: Scope for expanding students’ musical 
knowledge of genres, historical periods, forms, and musical language. 
5.2.2 Vocal and instrumental performance: Provision for musical 
experiences such as singing or ensemble performance. 
5.3 
Pedagogical 
characteristics 
5.3.1. Accessibility: The skill level requirements of teachers and 
students.  
5.3.2. Teaching aids: The provision of recordings, teacher notes and 
digital files.  
5.4 
Pedagogical 
goals 
5.4.1 Methodologies: The suitability for Kodaly, Orff or other music 
teaching methodologies. 
5.4.2 Curriculum compliance: The compliance of the resource with 
Governments arts curriculum, as well as the suitability for cross-arts, 
inter-disciplinary teaching, and interpersonal requirements of the 
curriculum. 
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styles; 81% of compositions are in major keys, while 13% are written in minor keys. 
This compendium comprises examples incorporating pentatonic and major and minor 
keys, as well as aeolian and dorian modes, and blues scales.  
While keys based on every black and white tonic note are used, ABC Sing 
does not include tonalities containing more than 4 sharps or flats; the exception is B 
major, which is used frequently. Time signatures include common time in 72% of 
pieces, duple meters (17%), compound meters (7%), triple meters (5%) as well as 
5/4, 7/8 and dual simple/compound time signatures. Overall, the great majority of the 
pieces (83%) have meters containing four crotchets in the bar: 4/4 and 2/2. 
 
Table 24. The findings from the survey of resources pertaining to musical 
attributes 
 
Containing almost twice as many compositions as Music Room, Upbeat has a 
similar breakdown of tonalities: 88% of the compositions are written in major keys, 
10% in minor keys, while pentatonic and modal keys comprise the remaining 2%. 
The majority of major keys evident in Upbeat are those built on the tonic notes of C 
(25%), F (18%), G (18%) and D (16%). Other keys in small quantities include those 
founded on the tonic notes E, A, Bb, Eb and B. Upbeat contains a broader range of 
meters than Music Room: common time (4/4) accounts for 67% of compositions, 
while 12% are in duple meters (2/4 and 2/2), 10% are written in compound time (6/8 
and 12/8), 7% are in triple meters (3/4 and 3/8), and one piece is composed in 5/4.  
Displaying the most confined range of modalities, keys and meters, Music 
5.1 Musical Attributes 
Codes Analytical notes 
5.1.1 
Modalities 
and meters 
Major keys are most common (85%), whereas minor, modal and 
pentatonic keys are used less frequently. Most pieces are in meters 
with four crotchets per bar, 4/4 and 2/2 (78%), while less than 10% 
are in compound, duple and triple meters. 
5.1.2 Styles 
and genres 
Upbeat and Music Room include a wide range of styles from world 
and folk music to traditional children’s songs and modern popular 
idioms. ABC Sing contains the broadest range of musical styles and 
genres overall, such as jazz, classical, modern, and experimental. 
5.1.3 
Notation 
Notated scores are often too complex for the grade level 
corresponding to the kit in which they appear: Music Room (92%), 
Upbeat (88%). They often exceed the music reading vocabulary of 
primary students and generalist teachers: Music Room (70%), Upbeat 
(49%), ABC Sing (96%). 
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Room comprises 146 compositions in Levels 2 to 6: 88% of the pieces are formulated 
in major tonalities, 11% are minor, and pentatonic pieces make up only 1% of the 
total. 35% of all the songs are based on a tonic note of D, while 26% are conceived 
on the tonic note C; the remainder are predominately based in the major keys of E, E 
flat, F and G. 79% of the songs have a time signature of 4/4, or common time, while 
very few examples in compound, triple and duple meters are evident.  
5.1.2 Styles and genres 
ABC Sing 
The scope of evident musical styles differs markedly between each of the reviewed 
publications. ABC Sing contains the widest range, including traditional children’s 
nursery songs, together with others from the classical and romantic periods, musicals 
and opera, folk, country and western, and popular culture. Since the 1970s, ABC Sing 
has included current hits by artists of the era including the Beatles, Credence 
Clearwater Revival, Peter Paul and Mary, Woody Guthrie, John Denver and Neil 
Diamond. Unlike Music Room and Upbeat, ABC Sing includes a large number of 
copyright songs in each annual publication. Furthermore, it contains the greatest 
breadth of musical genres of all of the surveyed resources, including jazz, swing, 
blues, folk, experimental soundscapes, music hall, folk ballads, Australian 
indigenous, African, Jewish, Asian, and world music.   
Likewise, the compositions by the ABC Sing staff composers35 have 
incorporated styles ranging from contemporary atonal and aleatoric music, through to 
humorous and serious ballads, as well as rock. The inclusion of works by 
contemporary primary school music composers, educators and performers36 has 
further extended the breadth of musical styles represented in the publication. Such a 
practice also provides music and movement pieces more specifically targeted to 
government curriculum requirements. 
 
Upbeat 
As the author/composer of Upbeat, Jeffrey Leask demonstrates a preference for jazz 
and swing in his original compositions. He also composes in many other styles, such 
as march and waltz. Upbeat, like Music Room contains only a small selection of 
                                                
35 Lorraine Milne, June Epstein, John Shortis, Martin Wesley-Smith, Peter Combes, and Brian 
Fitzgerald in the 1970s, and in later years Rhonda Macken and Mark Weeks. 
36 Gary King, Suzie Davies, Colin Buchanan, Gail Godber, Gary and Carol Crees. 
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copyrighted popular compositions, such as “La Bamba”, “Rock around the clock”, 
and “Purple people eater”. A number of copyrighted compositions from the 1988 
edition do not re-appear in the 2010 edition, such as “Yellow submarine” and “This 
ol’ house”. Upbeat includes a broad selection of traditional Australian songs: “Click 
go the shears” and “Botany Bay”, as well as the British songs “The Grand old duke of 
York” and “The Skye boat song”. There are many of the same traditional pieces in 
both Music Room and Upbeat. However, the latter presents them in their original 
format, whereas Music Room offers contemporary, popular-song style 
rearrangements, such as rock or rap.  
 
Music Room 
Apart from the traditional, folk and children’s songs contained in Music Room, the 
majority of pieces are original works by the four author/composers. The kit includes a 
small number of copyrighted popular pieces, such as “Rock around the clock” and 
“The house of the rising sun”. Music Room’s original pieces reflect the composers’ 
stylistic preferences and performance histories in rock and folk bands, hence the 
predominance of contributions in blues, folk and rock styles. Traditional children’s 
songs often undergo a contemporary transformation, such as a rap version of “Miss 
Polly”, or the textual and stylistic changes that occur in “Twinkle twinkle rock 
guitar” (little star) and “Ride, ride, ride your bike” (Row, row, row your boat). 
5.1.3 Notation 
Apart from many spoken rhymes and chants, music notation is provided for all of the 
pieces in the survey. In the analysis undertaken in this research, each notated score 
was given a rhythm complexity rating from 1.0 to 3.5, based on the guidelines for 
primary students by Lois Choksy (1981). Table 25 outlines the ratings from 1.0 to 3.5 
for rhythms.  
For its assessment of the appropriateness of melodic and harmonic elements 
to the literacy capabilities of primary school students, the survey adopted guidelines 
recommended in The Kodaly Method (Choksy, 1988, pp. 47, 60, 112, 149) and the 
Kodaly Context (Choksy, 1981, pp. 166-169). The guidelines are regarded as upper 
limits for the purposes of this inquiry, since they are designed for rigorous Kodaly 
programs. The interviewed teachers reported using Kodaly processes in lower levels, 
and recorder and ensemble programs in middle and upper primary. As such, the 
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survey instrument also references the melodic and rhythmic features of pieces 
included in widely-used developmental recorder programs (Burns, 2006; Goodyear, 
1956; Mead, 1996). With reference to the aforementioned sources, the survey adopts 
the model of melodic and harmonic literacy capabilities of lower, middle and upper 
primary students as set out in Table 26.  
 
Table 25. The rhythmic complexity ratings of scores 
 
 Table 26. Primary music literacy capability guidelines with respect to keys 
and melodic lines 
 
ABC Sing 
576 songs from the 1999 to 2009 ABC Sing publications were surveyed in the current 
research. In all, only 21 songs (21/576 = 3.6%) were found to fit within primary 
music literacy capabilities. They were the songs with a range from middle C (C4) to 
F on the top treble line (F5), containing no more than one sharp or flat, and no single 
quaver rests, or compound rhythms.  
                                                
37 In this research the lowest and highest notes in compositions were numbered according to the 
following system: A1 to G1 is the lowest octave on the piano keyboard. A2 to G2 is the second lowest 
octave, etc. Middle C is C4—the fourth C note from the bottom of the piano keyboard. Through 
utilising this numbering system, all notes sort correctly into alphabetical ascending order in 
spreadsheets. 
38 The limit of primary classroom students’ rhythmic notational literacy is considered to be Level 1.0 
to 1.5. ‘Sixteenth (semiquaver) rhythms are only approached in years 5 and 6, after 5 years of 
painstaking preparation with simple rhythms’ (Choksy, 1988, p. 150). Examples of rhythmic 
complexity levels were checked with the various instrumental and ensemble teachers. 
Keys  No more than one sharp or flat. 
Melody  Foundation to level 2.  Simple 1, 2 and 3 note pieces 
Middle Primary: 3 & 4 Basic keys and harmonies, and a melodic range 
increasing to an octave.  
Upper Primary: 5 & 6 A broadening key and note range from C4 to 
G5 and A6; above the treble stave.37 
Level Rhythmic units 
1.0 Minims, crotchets, crotchet rests, quaver pairs. Smallest unit: a crotchet, 
crotchet rest or quaver pairs. 
1.5 Add single quaver upbeats and very occasional other rhythmic unit additions 
to level 1.0.38 
2.0 Semiquaver groupings in simple meters. Basic compound rhythms.  
2.5 Complex dotted note rhythms in simple and compound meters.  
3.0 Complex rhythms with syncopations and irregular groupings.  
3.5 Very advanced rhythmic complexity.  
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Upbeat 
Excluding the 25 chants for which only words are given, less than 12% of the total 
302 songs (37/302) match the literacy capabilities of children at the grade level 
corresponding to each kit. A closer examination of all of the songs appearing in kits 1 
to 7 reveals a large number of compositions (98/302 = 32%) are appropriate to the 
literacy capabilities of primary age children older than those for whom the song is 
intended. Upbeat presents only three scores for performance by students on 
classroom instruments: “Witch’s Chant” (Grade 2), “Mother Caught a Flea” (Grade 
3) and “Blues in D” (Grade 6). Each of those scores works at the basic level of pitch 
and rhythm. Surprisingly, 155 of the total 302 songs (51%) fit within the music 
literacy capabilities of primary-aged students, with by far the greatest proportion 
suited to upper primary levels (112/155 = 72%). Furthermore, they are suitable for 
singing and instrumental performance.  
Of the 87 original compositions by the Upbeat author Jeffrey Leask, 9 are 
chants without scores, while the remaining 78 works are notated pieces. “Blues in D” 
(Grade 6) is the only item with instructions directing that it be read and performed by 
students on instruments. Seven pieces fit within the literacy capabilities of the grade 
for which they were written. It is interesting to note that 32 of the 78 original pieces 
by Leask (41%) fit within middle and upper primary music reading capabilities. In 
most cases, they are songs composed for infant grades with simple rhythms and 
melodies. Both traditional and original pieces with complex rhythms and melodies 
occur more frequently at upper levels. Excluding the chants, the rhythmic and 
melodic complexity of the remaining scores (46/78 = 59%) exceeds many primary 
students’ level of musical ability. 
 
Music Room 
Music Room consists of 102 notated melodic pieces. The melodic and rhythmic 
complexity of 58 of the 102 works exceeds the literacy capabilities of primary 
students. While there are no instructions directing students to read notation, and/or 
perform pieces on melodic instruments, 12 of the 142 songs (8%) match the literacy 
capabilities of the grade for whom they are written. A closer examination of all of the 
pieces reveals a large number (33/142) suit the capabilities of primary students older 
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than those for whom they are intended: the great majority of which (27/33) suit upper 
primary capabilities. As stated earlier, the authors do not specify that any of the songs 
are to be read or performed on instruments. However, the survey of compositions 
undertaken in this research reveals that 43 of the total 142 songs (30%) fit within 
primary students’ music literacy skills and are suitable for performance on melodic 
instruments, such as xylophones and recorders. 
Of the 93 original compositions in Music Room, 17 are chants without scores, 
which leaves 76 original melodic pieces. Whereas there is no stated requirement that 
any of the scores of original pieces are to be read by students, 33 of the 76 original 
melodic pieces suit the literacy capabilities of primary students—mostly upper 
primary.  However, only 7 pieces could be read by students at the level for which 
they were written. Just over half of the original songs exceed the score-reading 
capabilities of primary classroom students altogether (39/76 = 51%).  
There are 33 arrangements of traditional songs in Music Room; with no 
accompanying statement that students should attempt to read or perform them on 
melodic instruments. Whereas only 3 traditional songs are playable by children at the 
kit/grade for which they are written, a third of the arrangements (11/33) fit within 
primary music literacy capabilities. However, the subject matter of many of those 
songs is directed towards younger grades, therefore rendering this material unsuitable 
for older primary students. The complexity of the remaining scores exceeds primary 
student music literacy capabilities.  
5.1.4 Critical analysis of musical attributes 
The survey of ABC Sing, Upbeat and Music Room undertaken as part of this research 
project reveals the great majority of compositions are in major keys. Very few works 
are in minor tonalities or in alternative modalities such as pentatonic, blues and 
modal scales. Overall, the composers demonstrate a clear preference for C, F, D, G, E 
and Bb major. The Music Room pieces are largely written in keys best suited to folk 
and blues instruments, such as guitars and violin (D, G, C and E major). Music Room 
also revealed the greatest bias for a particular key—D major (28%)—in which the 
two sharps do not fall within the range of notes typically found on classroom 
marimbas and xylophones. 78% of the compositions are based on meters with four 
crotchet beats per bar—4/4 and 2/2.  
Analytical reflection upon the data suggests the choice of key signature and 
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meter are significant factors in determining compositional suitability to literacy 
building methods such as Kodaly, and instrumental programs such as Orff (Choksy, 
1981; Szonyi, 1973). Consequently, most of the surveyed compositions are unsuited 
to those music-teaching methodologies. The choice of keys and meters further impact 
on teachers’ ability to read the scores (McKay-Brown, 1999; Petrova, 2005, 2012; 
Watson, 1999). Most of the surveyed scores exceed the music literacy skill-levels of 
generalist-trained teachers. Each of the resources includes songs referencing different 
styles and genres, with by far the greatest diversity of styles appearing in the ABC 
Sing books. Music Room displays a preference for blues, rock, and contemporary folk 
idioms, whereas Upbeat has a greater representation of swing and jazz idioms. 
Classical styles and genres occur infrequently within the surveyed publications.  
The results of the survey regarding keys, meters, styles, genres, notational 
complexity level and methodology compliance reinforce the analysis of the interview 
data presented in Chapters Three and Four. These findings promote a case for the 
creation of compositions that include a broad range of period styles, and simple keys, 
meters and rhythms. Such works should also be accessible by teachers and students 
of varying music skill level and should suit a range of music teaching methodologies, 
including Kodaly and Orff processes.  
5.2 Musical functions 
Table 27 summarises the findings regarding musical functions obtained from the 
survey of teaching resources. 
5.2.1 Musical understandings 
Although the greatest range of cultural sources appears in the ABC Sing publications, 
each of the surveyed publications contains music originating in Britain, Europe, and 
the United States of America, as well as ethnic world-music and the music of 
indigenous Australians. They all include music in diverse styles and different periods, 
including classical and modern popular styles. The texts of the music selections 
express a variety of sentiments from serious, solemn and ceremonial, to humorous 
attitudes. The accompanying teaching notes direct pedagogues to draw students’ 
attention to the musical styles, period features and texts of the compositions, in 
keeping with the “Exploring and Responding” requirements of the government arts 
curriculum (VELS, 2005). For example, in the fifth level of Music Room, unit 
  
 
103 
number four, entitled “Music All Around Us: Song & Dance”, “Students experience 
song and dance in a variety of contexts: different times, places and purposes” 
(Fairbairn, 2008, p. iv). 
 
Table 27. The findings from the survey of resources regarding musical 
functions 
 
A small number of compositions in the ABC Sing books—whose notation lies 
within the score reading levels of primary students—provide instructions for teachers 
to explore rhythmic, harmonic and melodic elements. In comparison to Music Room, 
Upbeat contains more examples of teaching notes designed for the instruction of 
music styles and theory, such as keys, scales, rhythm, harmony, and form. In all cases 
however, music theory and style concepts are discussed at basic levels.  
5.2.2 Vocal and instrumental performance 
The survey of the scores and teaching notes undertaken in this research reveals 
singing, movement, and untuned percussion accompaniment activities are the order 
of priority in Upbeat, Music Room and the ABC Sing books. The expectation of 
performance of the compositions on melodic classroom instruments occurs 
infrequently. The ABC Sing books issue teacher activity books and percussion books 
with simplified rhythm and melody arrangements for a small selection of the pieces, 
enabling the performance of accompaniments of those pieces on Orff instruments. 
The very small quantity of pieces in keys suitable for performance by primary 
students, combined with the absence of instructions would suggest that classroom 
instrumental performance of the songs is not a priority of the ABC Sing books. The 
inclusion of seventeen songs built on basic rhythmic units, yet which are in 
5.2 Musical functions 
Codes Findings 
5.2.1 Musical 
understandings 
Through singing and some instrumental activities, the surveyed 
compositions provide students with exposure to a variety of 
musical styles, genres, sentiments, and periods. Opportunities for 
instruction in theoretical music concepts such as keys and key 
signatures, meter, harmony, and notation are rare. 
5.2.2 Vocal and 
instrumental 
performance  
Singing, movement and percussion performance opportunities that 
don’t require the ability to read music are the most prevalent. 
Opportunities for multi-part vocal and instrumental performance 
are scarce.  
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unsuitable keys, or go beyond the range of instruments typically employed in the 
primary classroom reinforces this argument.  
Upbeat contains just three songs intended for performance on melodic 
instruments. The scores include only two or three notes, and simple rhythmic units. 
Most percussion accompaniments within the surveyed pieces utilise graphic score 
representation or free improvisation. A selection of digital rhythm charts for primary 
students is available from the Upbeat website, as well as separate Upbeat courses for 
recorder and guitar. In levels 2 to 6 of Music Room, there are no recommendations 
that any of the pieces can or should be played on classroom instruments. Simplified 
rhythmic and melodic notated accompaniments for untuned percussion instruments 
are provided in a small number of cases. Of a total 142 pieces in Music Room levels 2 
to 6, 40 are songs, dances or chants with no rhythmic or musical score, while only the 
text is provided.  
The survey of Music Room reveals that teachers who wish to use the kit for 
performance or literacy development will, via judicious and time-consuming 
selection, find a limited number of pieces that will be suitable. However, this is 
clearly not the intention of the compositions in the first place, as intensive analysis of 
the 93 original compositions verifies. Songs providing experiences in rounds, canons, 
and other multipart vocal performance materials are scant: ABC Sing - 7, Upbeat - 5, 
Music Room - 2. Only the ABC Sing teacher’s books provide simplified, multi-part 
melodic arrangements for classroom instruments, using a restricted range of notes 
and rhythmic units suitable for primary students. 
5.2.3 Critical analysis of musical functions 
The teaching notes accompanying the surveyed compositions are primarily directed 
towards vocal performance of the songs and chants, together with some associated 
movement and drama activities. Upbeat and ABC Sing have the largest representation 
of instructions for teachers to draw students’ attention to the stylistic features and 
musical elements of compositions, such as sentiment, instrumentation, song form, 
and the number of beats per bar. All musical concepts are discussed at a basic level 
and are not designed to lead to conceptual understandings of music. Reinforcing the 
literature, these findings suggest a lack of emphasis in curriculum statements on the 
acquisition of concrete music skills (ACARA, 2013, pp. 112-125). Notated scores 
were provided for 892 of the 1004 compositions surveyed. Surprisingly, almost 21% 
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(186/892) of the notated compositions fit within the rhythm, range, and key level 
capabilities of primary students; most of those pieces are found in Upbeat (154), 
which specifies only three pieces for instrumental performance.  
The type of in-depth analysis undertaken in this research can only identify 
186 pieces accessible for performance on classroom instruments; users of these 
materials could therefore overlook instrumental performance of the compositions. 
These findings confirm comments made by the interviewed teachers in Chapter Three 
regarding their frustrations with the inflexible nature of many curriculum packages, 
the difficulties encountered in adapting them to literacy development and 
instrumental performance, or in using the materials in any way other than is specified 
within the included instructions. Multi-part singing and ensemble performance are 
key features of the Kodaly method and Orff process respectively (Choksy, 1988; 
Keetman, 1974); apart from a handful of rounds in the surveyed publications, there 
are limited opportunities for multi-part performance.  
Upbeat, Music Room and ABC Sing service all of the “Exploring and 
Responding” and “Creating and Making” requirements of the government music 
curriculum statements (AusVELS, 2013). The current research findings promote 
arguments for the creation of songs that serve musical functions infrequently 
provided for in the surveyed compositions, and regarded as desirable both in the 
literature (Elliott, 1995; Petrova, 2012), and by the interviewees in this research. The 
desired features include explicit instruction in musical concepts such as key, meter, 
scale, chords, and notation conventions, as well as opportunities for music literacy 
development, multi-part singing, and ensemble performance. 
5.3 Pedagogical characteristics 
Table 29 on page 107 summarises the findings regarding pedagogical characteristics 
obtained from the survey of teaching resources. 
5.3.1 Accessibility 
The surveyed scores comprise a single-line melody with texts below and chord names 
above the stave. There are no examples containing note or solfa names. Of the 142 
pieces in Music Room examined in this project, 40 are songs, dances or chants with 
no rhythmic or musical score, and the kit provides only the text. Notated 
accompaniments for untuned percussion instruments with greatly simplified rhythm 
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and pitch are provided for a small number of pieces in Music Room. The complexity 
level of the great majority of pieces exceeds the music literacy capabilities of most 
primary students, and the majority of generalist teachers: ABC Sing - 96%, Upbeat - 
49%, Music Room - 70%. Upbeat and Music Room require only a small assortment of 
untuned percussion and xylophones, together with an audio player. Usage of the ABC 
Sing books is not dependant on the availability of classroom instruments. Table 28 
outlines the model prescribed by Choksy (1981:10-26), employed as the basis for 
determining the literacy level of songs at each primary school level. 
 
Table 28. Primary music-literacy guidelines (Choksy 1981) 
 
5.3.2 Teaching aids 
Vocal and accompaniment CD recordings are provided for all of the analysed 
compositions. The recordings are created using a mixture of live rock and acoustic 
instruments, voices and computer sequenced digital accompaniments. Recorded 
tracks range from thirty seconds to over four minutes in length, with an average of 
around two minutes and thirty seconds (2:30). They all include extensive teaching 
instructions. ABC Sing presents brief background notes and instructions with each 
score, as well as further comprehensive notes in separate books for teachers. In the 
case of Music Room, video demonstration lessons are provided. None of the scores or 
instructions for teachers are presented in projectable or printable digital formats, such 
as PDF, TIFF or JPG.  
Note 
Range  
Sits within the range of classroom instruments and recorders; C4 (middle 
C) to A6 (1 leger line above the treble stave). 
Keys  No more than one sharp or flat. 
Rhythm  Complexity Level 1 – 1.5. Ta, Sa, Ti-ti (quaver pairs). 
Melody  Simple 1, 2 and 3 note pieces for Foundation to Level 2.  
Recorder pieces at Level 3 with simple keys and rhythms.  
A broadening key and note range for Levels 4, 5 and 6. 
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Table 29. The findings from the survey with respect to pedagogical 
characteristics 
 
5.3.3 Critical analysis of pedagogical characteristics 
Due to its notational complexity, Music Room has limited accessibility to students 
beyond Grade 2. It is also less suitable for teachers with advanced Kodaly or Orff 
expertise, who generally require scores with basic rhythms, keys, and harmonies. 
Music scores exceeding the literacy capabilities of primary students frequently 
surpass the score reading capabilities of generalist primary teacher graduates (Crowe, 
2006, pp. 166-167; Jeanneret, 2010, p. 93). This raises the question, “who benefits 
from the placement of notated scores in teaching kits?” Upbeat and Music Room 
contain comprehensive melodic and accompaniment recordings, and in the case of 
Music Room, video clips demonstrating teaching procedures. In this regard, their 
pedagogical design acknowledges the limited or non-existent music skills of many 
primary teachers (Crowe, 2006, p. 166; Jeanneret, 2010, p. 93; Kane, 2001, p. 14).  
Although it is beyond the scope of this inquiry, Music Room’s ability to fulfil 
all government curriculum requirements, whilst requiring no music expertise on the 
part of the teacher raises many issues in regard to university training and curriculum 
design. Only a very small proportion of graduate teachers have sufficient music and 
methodological skills to create their own curriculum, and therefore they are 
dependant on a fully articulated curriculum such as Upbeat and Music Room 
(Heinrich, 2012; Petrova, 2012). One of the interviewed teachers remarked on the 
particularly useful assessment sheets in the Upbeat programme.  
Upbeat and Music Room address frequent references in the literature to the 
5.3 Pedagogical characteristics 
Codes Findings 
5.3.1 
Accessibility 
Scores were provided for 892 of the 1004 surveyed compositions 
(89%). The notation of 186 scores fitted within the music literacy 
criteria for primary students (186/892 = 21%). No scores contain solfa 
or note names. All of the pieces can be sung or performed with a 
small complement of percussion instruments. 
5.3.2 
Teaching 
aids 
Vocal and accompaniment CD recordings are provided for all the 
compositions. The recordings feature live acoustic, electronic, and 
computer-sequenced instruments, and average 2:30 minutes duration. 
All of the publications provide extensive teaching instructions. No 
digital files of teaching notes or scores are provided. 
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necessity for complete primary music resource packages (Ballantyne, 2005, pp. 144, 
173, 177; Lierse, 1998, p. 256; Petrova, 2005, p. 228). The music spaces of all of the 
interviewed teachers were equipped with digital projectors, interactive whiteboards 
and connections for stereos and laptop computers, yet none of the surveyed 
publications provide digital files of scores for projection and printing. These findings 
suggest the provision of comprehensive teaching notes, and recordings of songs and 
accompaniments is essential. The inclusion of scores and teaching notes in common 
digital file formats will increase their accessibility in modern classrooms. 
Furthermore, the insertion of solfa names and note names in scores, as is customary 
in Kodaly practice, will increase their usefulness for both generalist and specialist 
primary music teachers. 
5.4 Pedagogical goals 
Table 30 summarises the findings regarding pedagogical goals obtained from the 
survey of teaching resources. 
 
Table 30. The findings from the survey with respect to pedagogical goals 
  
5.4.1 Methodologies 
The use of ABC Sing, Upbeat and Music Room compositions in the primary music 
classroom curriculum does not require instrumental or music literacy skills on the 
part of teachers or students, or familiarity with Orff or Kodaly pedagogical methods. 
All of the surveyed compositions are accessible to non-music teachers or generalist 
trained primary teachers. The great majority of the surveyed compositions are 
incompatible with Kodaly and Orff programs, and are primarily suited to singing and 
5.4 Pedagogical goals 
Codes Findings 
5.4.1 
Methodologies 
The compositions are accessible to generalist and non-music trained 
teachers. They are largely incompatible with the Kodaly music 
literacy method, Orff processes, and classroom ensemble programs.  
5.4.2 
Curriculum 
compliance 
The compositions comply with government arts curriculum 
statements, and fulfil cross-arts requirements such as music/dance, 
and music/drama. Songs addressing inter-disciplinary themes are 
most prevalent in ABC Sing, whereas Australian topics such as 
explorers, pioneers and luminaries, culture, landmarks, science, and 
the arts are scant. 
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listening activities. 
5.4.2 Curriculum compliance 
Classroom music curricula based on the surveyed resource compositions fulfil all of 
the requirements of the government arts curriculum statement (AusVELS, 2013). 
Furthermore, the songs, chants and activities link music, movement, dance and drama 
in accordance with the cross-arts requirements of the AusVELS document. The 
interdisciplinary objectives of the compositions are served through the links made by 
song texts to subjects such as health education, cultural studies, and environmental 
science. The texts of songs in the ABC Sing books cover the broadest range of topics, 
including the environment and conservation, animals, food and diet, as well as 
interpersonal relations, such as self-affirmation, bullying, and cooperation. ABC Sing 
also addresses indigenous culture, Australian identity and folklore—convicts, 
bushrangers and shearers—seasons, hobbies, interests, animals, and planets.   
To a lesser degree, the lyrics of traditional pieces in Upbeat and Music Room 
cover similar subject matter. These include the environment, counting and number 
patterns, festivities such as birthdays, Christmas and holidays, Australian folklore and 
indigenous communities, as well as African, islander Jewish music, and Negro 
spirituals. They contain only a handful of newly-composed pieces with texts 
addressing Australian themes: favoured topics include animals and the outback. 
Music Room and Upbeat also include a large quantity of didactic music pieces with 
texts designed to serve specific musical and performance functions. One such 
example is rock songs with texts about instruments often used in rock music. 
5.4.3 Critical analysis of pedagogical goals 
All of the compositions examined in this research have a singing and listening focus, 
and they are accessible by non-music teachers or generalist primary teachers. Apart 
from a handful of pentatonic scores, they are all incompatible with music literacy 
building programs such as Kodaly. The ABC Sing teacher’s and percussion books 
provide additional teaching options and simple Orff-style instrumental ensemble 
activities. Very few of the songs in ABC Sing are suited to notation literacy or 
performance on classroom instruments by primary children. The manner of 
presentation or performance, and instructions accompanying the surveyed 
compositions fulfils one or both of the “Creating and Making” and “Exploring and 
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Responding” requirements of AusVELS. 
The texts of the songs address a broad range of personal, social and thematic 
issues in keeping with cross-arts and interdisciplinary curriculum requirements. 
Students’ in-class learning, discussion and performance of the songs in the ABC Sing 
books fulfil all VELS music curriculum requirements. Almost all of the pieces in 
Upbeat are intended for singing, movement, dance and rhythmic accompaniment. 
The most common activities in Music Room are movement, dance, and untuned 
percussion instrument performance. A large number of the Music Room compositions 
fulfil the inter-disciplinary linkages requirements of government primary arts/music 
curriculum documents, such as music/environmental study/cultural studies.  
When assessed against government curriculum and the expressed needs of the 
interviewed teachers, this examination of the pedagogical and curriculum functions of 
primary teaching publications presents arguments for more new Australian works 
compatible with the Kodaly literacy method and Orff instrumental and movement 
processes. New canons and simple rounds that can serve both singing and 
instrumental roles are capable of fulfilling a diverse range of functions. Versatile new 
works that provide scope for physicality such as movement, dance, and drama 
activities are desirable. Finally, song-texts on the subject of Australian identity and 
culture will be advantageous in addressing the interdisciplinary requirements of the 
government curriculum.  
The majority of scores scrutinised in this project exceed the established music 
literacy levels or instrumental performance capabilities of primary students and 
generalist classroom music teachers.39 Upbeat includes the greatest proportion of 
accessible pieces (49%), of which only three are specifically intended for the purpose 
of score reading. Music instruction in schools is faced with a situation equivalent to 
the provision of chemistry teachers who are unable to interpret chemical formulas, or 
mathematics teachers who cannot understand mathematical equations. If teachers do 
not understand musical language, it is reasonable to assume they will be unable to 
adequately assist students to acquire a comprehensive understanding of the language.  
The business acumen of the author/composers of the Upbeat and Music Room 
curriculum packages, and the popularity of their products has resulted in a scenario in 
which their music style preferences and pedagogical ideologies have a major 
influence on the curriculum content of primary music education in Australia. This 
                                                
39 See section 2.2.1 Teacher Training and skill levels on page 31.  
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inquiry set out to establish the attributes and functions of the most widely-used 
commercial primary music resources. The investigation clearly demonstrates that 
songs are most often included in these curriculum packages on the basis of their 
suitability for children’s singing, as well as their potential application in associated 
dance, movement and untuned percussion settings. 
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CHAPTER SIX: FOLIO OF ORIGINAL COMPOSITIONS 
This chapter discusses the folio of original compositions in the context of the 
analytical findings of the current research, exploring ways in which these works 
address the musical and educational requirements of primary school music teachers. 
The chapter describes the compositional processes employed, explains various 
problems encountered and details the recording and editing procedures, providing 
numerous examples of scores addressing specific themes emergent in the interview 
and resource survey analysis. The contents of the portfolio are designed to optimise 
the usefulness of the pieces to a range of educational settings and methodologies, 
while maximising the musical skills and knowledge available to students. The survey 
of research literature in Chapter One examined expectations of the school music 
program, timetabling and facilities, as well as data pertaining to teacher training and 
the evident skill-levels of teachers and students (Ballantyne, 2005; Crowe, 2006; 
Heinrich, 2012; Lierse, 1998).  
The literature related to current government arts curriculum statements, 
combined with findings from earlier research examining music curriculum design 
established the scope and minimum requirement of primary school music programs 
(ACARA, 2013; AusVELS, 2013; Stefanakis, 2003; Watson, 1999). Research 
addressing music teaching methodologies such as Kodaly and Orff elicited details 
concerning the preferences of specialist music teachers (Choksy, 1986, 1988; Frazee, 
1987; Keetman, 1974; Szonyi, 1973). While the literature revealed very few 
particulars of compositions used in primary music programs, it provided important 
information regarding the desirable pedagogical features of such pieces, particularly 
the ease of comprehension for teachers and students possessing low and high levels 
of theoretical knowledge and practical musical skills.  
The analysis of interviews with teachers corroborated many of the adverse 
findings of research into curriculum statements and teacher training, such as feelings 
of pedagogical unpreparedness upon graduation, and generally low or non-existent 
music literacy expertise. In relation to commercial music teaching resources, the 
interview analysis further highlighted the preferences of specialist music teachers, 
who express a desire for simple rhythms, keys, and confined melodic ranges. The 
analysis of data emergent in interviews with teachers and composers generated 
recommendations in relation to genres, styles, ranges, and the subject matter of lyrics, 
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as well as vocal and instrumental performance requirements. Broader requirements of 
the AusVELS arts curriculum were also raised, such as the capacity of pieces to 
service cross-arts and interdisciplinary roles.  
Finally, the survey of the 1004 compositions from popular Australian primary 
music teaching resources undertaken as part of this research generated analytical 
content useful in pinpointing the requisite characteristics of primary compositions, as 
well as a considerable quantity of data otherwise absent from earlier literature 
surveys and interview enquiries. There are sixty original compositions in the folio. 
They are presented as five sets of a dozen rounds (5 x 12). The features of individual 
rounds and of each collection, together with the reasons for the choice of rounds as a 
compositional form are set out in the following discussion. A plan of keys and 
harmonies for one collection Australia by Rail together with the rough drafts of More 
Australian Landmarks is included in Appendix C on page 170. 
The folio includes a supplementary collection of eighty-eight traditional 
rounds, whose keys, meters, and rhythmic preferences align with the research 
findings. In keeping with the outcomes of this inquiry, these works have been revised 
to enhance their suitability for primary music classrooms. An explanation of the 
revision of the supplementary rounds is included in the subsequent discussion.  
The creation of the folio of original compositions responds to specific 
research findings in the context of four principal strands of inquiry: musical 
attributes, musical functions, pedagogical characteristics and pedagogical roles. The 
findings regarding school issues, teacher training, students and curriculum discussed 
in Chapters Two are addressed within the educational attributes and functions 
categories.  
The portfolio respond in two ways to the analysis of compositional 
preferences unpacked in this research, within the reasonable practicable, temporal, 
financial and technological limitations of the project (Corbin & Strauss, 2008, p. 21; 
Marshall & Rossman, 2006, p. 77).  In the first instance, the original works include, 
where practicable, the desirable compositional traits identified within the literature 
review, interviews, and resource surveys, and those evidenced in current teaching 
compositions. Secondly, and more importantly, they include preferred characteristics 
either under-represented or non-existent in the survey of popular publications—
Chapter Five—or in the oeuvre of the interviewed composers.  
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Table 31 provides an overview of categories and subcategories discussed 
within Chapter 6.  
 
Table 31. An overview of categories and codes discussed within Chapter Six 
 
6.1 Musical attributes 
Table 32 summarises the musical attributes of the original compositions. 
6.1.1 Modalities and meters 
 
Modalities 
The findings from the survey of curriculum resources and interviews with teachers 
highlighted the significance of key signatures, tonic notes, keys and modes in music 
for primary school classrooms. The interviewed teachers expressed the desire for 
more pieces in simple, varied keys compatible with ensembles comprising recorders, 
ukuleles, guitars, and C orchestral instruments such as violin, flute and cello. The 
analysis of curriculum resource compositions in Chapter Five established that they 
were largely written in the keys of C, F, G and D, with an overabundance of pieces in 
D major. Whereas D major is amenable to guitarists and songwriters, it is less 
6. FOLIO OF ORIGINAL COMPOSITIONS 
Categories Codes 
6.1 Musical 
attributes 
6.1.1 Modalities and meters: Key, modality, and time signatures.  
6.1.2 Styles and genres: Musical style, song forms, and cultural 
references.   
6.2 Musical 
functions 
6.2.1 Musical understandings: Scope for expanding students’ musical 
literacy, and knowledge of historical periods, forms and musical 
language. 
6.2.2 Vocal and instrumental performance: Provision for musical 
experiences such as harmony singing and ensemble performance. 
6.3 
Pedagogical 
attributes 
6.3.1. Accessibility: The resources, facilities and skill level 
requirements. 
6.3.2. Teaching aids: The provision and formats of recordings, teacher 
notes and digital files.  
6.4 
Pedagogical 
functions 
6.4.1 Methodologies: The suitability for Kodaly, Orff or other music 
teaching methodologies. Scope for student active involvement. 
6.4.2 Curriculum compliance: The compliance of the resource with 
Government arts curriculum, as well as the suitability for cross-arts, 
inter-disciplinary teaching, and interpersonal requirements of the 
curriculum. 
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accessible to xylophones and marimbas that frequently do not include the note C 
sharp. In response, the original works prioritise the widest range of scales, modes and 
key signatures suitable for, and available to young singers and primary school 
instruments. In order to best serve this requirement, the new pieces were composed in 
keys containing no more than one sharp or flat. The lowest note used is middle C—
C4—in keeping with the data regarding musical selections best suited to children’s 
vocal ranges and the compass of classroom instruments. Six of the rounds extend 
above D5 to E5, while Mt Warning has the largest range with a top note G5, just 
above the treble stave. Bar instruments, such as Orff marimbas and glockenspiels 
have a typical range from C4 to A5.  
 
Table 32. The musical elements of the folio compositions  
 
Rounds in every available major, minor, pentatonic and modal key with a 
maximum of one sharp or flat—except for D and A pentatonic minor—are included 
in the portfolio. Forty-five of the rounds are in major, minor, pentatonic major and 
pentatonic minor keys, while the remaining fifteen utilise modal scales. In response 
to teachers’ desire for pieces employing chords suitable for ensembles that include 
guitar and ukulele, the rounds are harmonised using multiple chordal combinations 
containing no more than one sharp or one flat. For example, the three rounds in the 
key of C major employ three different harmonic frameworks: C - Dm7, C – Gm7, and 
6.1 Musical attributes 
Codes A summary of the musical qualities of original works in the folio. 
6.1.1 
Modalities 
and meters 
Examples include most major, minor, pentatonic and modal scales, 
and chords with up to one sharp or flat. The melodic range extends 
from C4 to G5, incorporating simple meters with 2, 3, 4 and 5 beats 
per bar. Compound meters include 6/8 and 6/4, as well as one mixed- 
meter round of 6/8-2/4. The materials incorporate round separations 
from 1 to 8 beats, as well as simple rhythmic units of minims, 
crotchets, quaver duplets or triplets (compound meters), and crotchet 
rests.   
6.1.2 Styles 
and genres 
The sixty rounds are built on short melodic or rhythmic motifs.  
The folio accompaniments reference old and modern styles, hymns, 
chants, dances, rock, swing, and blues. They include Western and 
world-music genres including British, European, African, and 
Islander music. Works incorporating traditional and popular idioms, 
pentatonic folk songs, modern ballads, and techno music are also 
included. 
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C – F. Likewise, rounds in minor and modal keys explore diverse chord combinations 
based on every note of the scale.Table 33 shows the keys and modes with up to one 
sharp or flat on every white note and Bb. There are 29 available scales: 14 major 
tonalities and 15 minor keys and modes. The grey boxes indicate the available key or 
mode on each note, as well as the presence of the notes F# or Bb in the scale. 
 
Table 33. Keys and modes with no more than one sharp or flat 
 
 
Compositional process 
Prior to commencing composition, I created a detailed plan of styles, keys and 
harmonic frameworks that included at least one of every available tonic note, and the 
widest possible range of modalities and harmonies for each set of a dozen 
compositions. Song lyrics were allocated to modes and keys to complement the mood 
or sentiment of the lyrics. While I endeavoured to adhere to a tonal plan for each set, 
I was occasionally unable to maintain the pre-ordained key, as a quite different 
melodic contour and key kept materialising. For those numbers, I subsequently 
abandoned the planned key.  
Three series of rounds focus on particular modalities: the set titled Famous 
Australians explores diatonic major and minor keys, Australian Landmarks 
reconnoitres pentatonic major and minor keys, while Australia by Rail negotiates 
major and minor modes, including Dorian, Phrygian, Lydian and Mixolydian. Two 
other collections of rounds contain examples of all modalities. For example, 
Australian Flora and More Australian Landmarks probe major, minor, diatonic, 
M
aj
or
 
TONIC NOTE !  
SCALE  "   
C D E F G A Bb B 
Major    Bb F#    
Pentatonic Major  F#     Bb  
Lydian. Major—4# F#      Bb  
Mixolydian. Major—7b Bb F#       
          
M
in
or
 
Natural Minor  Bb F#      
Pentatonic Minor     Bb   F# 
Harmonic Minor         
Melodic Minor     Bb F#    
Dorian. Natural minor—6#     Bb F#   
Phrygian. Natural minor—2b      Bb  F# 
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pentatonic and modal keys. All of the pentatonic rounds may contain a part entering 
on any beat, with varying length pauses on the final notes of phrases. In each 
pentatonic round, the phrases conclude on four different pitches, providing 
opportunities for the performance of major second intervals. 
 
 
 
Figure 2. Uluru40 is a pentatonic round with entry points placed at random  
 
 
 
Figure 3. Hakea41 is a mixed meter pentatonic round in 6/8 and 2/4  
 
                                                
40 Uluru is contained in the Australian Landmarks folio collection; round number nine. 
41 Hakea is contained in the Australian Flora folio collection; round number nine. 
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Meters 
Teacher frustration with rhythmically complex works and a dearth of pieces 
containing simple time signatures and basic rhythmic units emerged within the 
analysis of interview data. Those surveyed in the research frequently suggested the 
latter offered more pedagogical flexibility. Furthermore, the research findings 
indicate that more than ninety percent of compositions in the surveyed teaching 
resources exceed the melodic and rhythmic vocabulary of primary students and 
teachers. The notated scores are only useful and meaningful to specialist teachers, 
and to a very small percentage of generalist teachers. Seventy to eighty percent of the 
works examined in this project are in common or 4/4 time. Only ten percent are in 
compound time (10%), while triple and composite metres account for less than seven 
percent. The original works composed for this project include time signatures with 
two, three, four and five beats to the bar, as well as compound meters (6/8 and 6/4) 
and one composite meter (6/8-2/4).  
 
Texts and time signatures 
As the composer of the text and music, in almost all cases the folio compositions’ 
time signatures were chosen to align with the rhythm of the lyrics. The short poems 
are designed to withstand repetition, and are mostly four-lines made up of rhyming 
couplets. Occasionally they include two or more verses. Textual examples presenting 
a natural 6/8 rhythm were occasionally simplified to 3/4; in all cases they are 
designed to offer rhythmic contrast between lines. The melodic rhythm follows the 
natural spoken pulse as closely as possible, but occasionally includes small rhythmic 
offsets, pauses and elongations to create greater interplay between the lines when 
sung as a round. The rounds in common time include entry separations that range 
from one to eight beats apart. Depending on the harmonic framework, rounds in 2/4, 
3/4 and 6/8 meters may have entries after one, two or six beats. In the majority of 
cases, the original rounds are built on basic rhythmic units: minims, crotchets, 
crotchet rests and quavers in beat groupings, as well as duplet pairs in simple meters 
and triplets in compound meters. Single quavers and dotted crotchets are used 
infrequently in the rounds in common time, and sparingly in those with a compound 
time signature.  
Figure 4 on page 119—The Outback—employs two contrasting phrases with 
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dotted crotchets on the first and second beats of the bar, providing rhythmic interplay 
when performed with random entry points. Each of the held—paused—notes is a 
different pitch, designed to encourage harmony singing of close intervals. 
Whereas the short round form, made up of simple rhythmic units and 
restricted keys and pitch ranges has a limited capacity to evoke a wide variety of 
compositional styles and genres, the accompaniments and recordings provide scope 
for the exploration of both old and contemporary idioms. The following section 
examines the research and analysis of stylistic issues and their implications on the 
design of the folio. 
 
 
 
Figure 4. The Outback42 is a pentatonic round with variable entry points  
 
6.1.2 Styles and genres 
Four of the interviewed composers expressed their preference for short, simple, 
repetitive, and easily memorised musical structures. There are numerous examples of 
this compositional form included in Music Room and Upbeat. On the other hand, 
ABC Sing contains relatively few examples of short-form pieces, with the majority of 
works comprising multiple verses and a chorus. All of the surveyed works contain 
pieces in a diverse range of musical styles and forms both old and modern, western 
and world-music, traditional and popular. However, the compositions do not extend 
to more modern styles such as minimalism or aleatoric works. The interviewed 
                                                
42 The Outback is contained in the Australian Landmarks folio collection; round number twelve. 
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teachers expressed a fondness for simple pieces providing scope for singing in 
harmony. Rounds and canons, which fulfil this requirement, appear very infrequently 
in the surveyed resources.  
In view of these outcomes from the surveys and literature, all of the folio 
compositions are short rounds capable of servicing a wide range of music teaching 
methodologies from basic sing-alongs to the Kodaly approach. They are also suitable 
for classroom ensemble performance and for junior instrumental programs. The 
melodic design of the rounds employs classical melodic construction practices, 
establishing simple rhythmic or melodic motifs in phrase one. Such themes are 
subsequently developed, and return to the tonic during the final phrase, as is 
demonstrated in the Figure 5—Historians.  
 
 
 
Figure 5. Historians43 is a four-part round in D minor 
 
The most common musical styles apparent in the surveyed compositions 
include folk, blues, rock, swing, jazz, indigenous and traditional children’s songs. 
There are also many show tunes, and the ABC Sing books contain examples of 
Jewish, Vietnamese, Chinese, old British and European popular music. The analysis 
of the interview data undertaken in this research indicates an abundance of ballads 
and folk songs addressing nonsense and humorous sentiments, as well as serious and 
                                                
43 Historians is contained in the Famous Australians folio collection; round number twelve. 
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poignant subject matter. Furthermore, there is a surfeit of pieces based on blues, rock, 
jazz, African, Latin American and other world-music idioms.  
In response to these findings, the melody or accompaniment of the folio 
compositions reference ethnic sources including British, European, African, Islander, 
Asian, Persian, Russian/Slavic, and Indian cultural influences (Elliott, 1995, pp. 92-
200).  The pentatonic rounds share features in common with Chinese, Japanese, 
Hungarian, English, Scottish, and American folk music. The range of tempos and 
meters draw upon sacred genres such as hymns and chants. Secular styles including 
ballads, and dance forms like the reel, jig, polka, march, and ballad, are also in 
evidence. The example below—Cradle Mountain—is modelled on traditional 
lullabies. 
 
 
 
Figure 6. Cradle Mountain44 is a round referencing the classical style 
 
The accompaniments are influenced by contemporary popular genres such as 
slow ballads, medium ballads, heavy rock, rock’n’roll and techno. Other traditional 
popular genres such as country and western, gospel, jazz, beach safari, swing, folk, 
and blues are evident. World-music genres including African, Caribbean, Indian and 
Latin American music are also employed. The influence of popular and world-music 
genres is confined to the recorded accompaniments, as the complexity of syncopation 
                                                
44 Cradle Mountain is contained in the More Australian Landmarks folio collection; round number 
seven. 
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and rhythm generally rules out their use in the melodies themselves. In reference to 
the many classical idioms either absent or under-represented in the surveyed 
compositions and resources, the round accompaniments and melodic designs include 
classical, baroque, romantic, dodecaphonic, minimalist, impressionist, and 
expressionist idioms.  
6.2 Musical functions 
Table 34 summarises the performative and instructional applications of the folio. 
 
Table 34. The musical functions of the folio compositions 
 
6.2.1 Musical understandings  
The analytical outcomes from the interviews and the survey of musical resources 
reveal an abundance of readily available music in a wide range of styles. For 
example, folk, popular, ethnic, traditional and modern children’s songs are apparent, 
as well as humorous, serious and thematic textual subject matter providing a broad 
spectrum of experiences. At the very least, the variety of styles and genres allows 
students to interact with vocal music that they would not typically encounter in their 
peer culture. The findings outlined in this inquiry also draw attention to the relative 
scarcity of new teaching compositions in music styles “other than” modern popular. 
There are numerous examples in the surveyed resources in which the teachers’ notes 
direct students’ attention to stylistic, cultural and nationalistic features of 
compositions. When examined in isolation from their accompaniments, the sixty 
6.2 Musical functions 
Codes Summary of the original works’ musical functions. 
6.2.1 Musical 
understandings 
These pieces support the teaching and learning of theoretical 
concepts, including meters, keys, scales, notation conventions, 
intervals and chords, as well as the stylistic analysis of tempos, 
instrumentation, and cultural influences. They also facilitate the 
investigation of old and modern classical idioms, such as aleatory 
and minimalism.  
6.2.2 Vocal 
and 
instrumental 
performance  
The folio compositions’ design enables score reading and vocal and 
instrumental performance by ensembles comprising orchestral C 
instruments and bar instruments, as well as recorders, guitars and 
ukuleles. These works also enable students to sing in harmony, and 
to undertake chordal instrumental performance, as well as melodic, 
rhythmic and harmonic aural dictation, and ear training.  
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original rounds in the folio do not reference modern popular genres such as rock, jazz 
or blues, since these styles are amply provisioned within the existing literature.  
The short melodies are aligned more closely with classical song structure. On 
the other hand, the accompaniments take their inspiration from a variety of old and 
modern forms, as well as classical and popular idioms. The stylistic influences in the 
accompaniments include medieval, renaissance, baroque, classical, romantic, and 
twentieth-century music, as well as folk, blues, 70s/80s rock, and modern ballads. 
The music of African, Indian, British, Eastern, and European cultures is also evident. 
The teaching instructions included within the folio provide recommendations for 
teachers and students to investigate some exploratory techniques. These may include 
scrutinising minimalism through harmonic and rhythmic ostinati and repetition, as 
well as pentatonic accompaniments exploring aleatoric or chance music through the 
use of randomly improvised phrases and melodic segments. The folio round titled 
Composers mentions four male and four female Australian composers.  
 
!!
Figure 7. Composers45 offers students the opportunity to create an aleatoric 
accompaniment 
 
The following extract from the teaching notes included in the folio of original 
compositions, describes how students and teachers are encouraged to research each 
composer, and to provide an aleatoric accompaniment to the piece.  
 
                                                
45 Composers is contained in the Famous Australians folio collection; round number seven. 
  
 
124 
Composers!)!Aleatoric!music!To! create! your! own! aleatoric! classroom! piece,! begin! by! setting! up! the! D! minor!pentatonic!scale!on!your!instrument!(D,F,G,A,C,D)!It!has!the!same!notes!as!the!F!major!pentatonic!scale.!Everybody!uses 2 beaters on bar instruments:  BASS:!Octaves!e.g.!D)D,!G)G.!!ALTO:!Non)neighbouring!notes!e.g.!D)G,!F)C.!!SOPRANO:!Neighbouring!notes!e.g.!F)G,!A)C.!!DESCANT:!Single!notes!–!any!notes.!You!may!play!your!notes!on!6!syllables!of! the!song! lyrics!only!!Decide!where!you!will!play.!While!keeping!a!slow!beat,!perform!your!accompaniment.!Perform!it!against!a!sung!version!of!the!round.!Listen!to!some!music!by!John!Cage.!Find!a!score!or!a!recording!of!a!composition!by!each!of!these!Australian!composers.!Research!these!composers!and!others;!Peter!Sculthorpe,!Larry!Sitsky,!John!Antill,!Carl!Vine,!Margaret!Sutherland,!Sarah!Hopkins,!Dulcie!Holland,!and!Miriam!Hyde.!(Butler,!2010:CD!Booklet!notes)!
 
Due to the notational complexity of most of the scores examined in this 
research, students have limited capacity to differentiate musical traits other than the 
obvious short–long, slow–fast and high–low characteristics. Among the 1004 
compositions surveyed in this project, only a handful could be used to effectively 
instruct lower primary level children in music literacy, rhythmic units, meter, scales, 
and chords. The analytical commentary upon the interviews and the survey of 
teaching resources reveals a scarcity of compositions suitable for theoretical 
instruction, in components such as music terminology, notation, meters, keys, scales, 
intervals and chord construction.  
In order to fulfil the “exploring and responding” components of the AusVELS 
curriculum, there are many examples of teaching instructions in the Music Room and 
Upbeat that draw students’ attention to style, tempo, instrumentation and cultural 
sources of vocal works. In these cases however, students are required to present 
simple explanations of concepts that do not entail any detailed music terminology or 
theoretical understanding. The choice of simple keys, rhythmic units, meters, 
melodies and chords in the folio rounds enables the exploration and development of 
understanding of those concepts in lower and upper primary levels. 
6.2.2 Vocal and instrumental performance 
The analytical commentary upon the literature and the teacher interviews suggests 
educators require compositions that fulfil a wide range of classroom and concert 
presentation functions. In view of the generally limited music skill levels of generalist 
teachers, pieces designed for singing and related movement activities were in high 
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demand, and were well provisioned by commercial resources (Ballantyne, 2005; 
Heinrich, 2012; McKay-Brown, 1999; Newton, 2008). The vocal and instrumental 
works in the folio are designed to fulfil both classroom and concert performance 
musical functions for any combination of instruments and voices in multi-
instrumental ensembles. The ease with which they can be performed, and their scope 
for adding body percussion and untuned percussion are advantageous. Furthermore, 
the interviewees identified the pedagogic significance of rounds and partner songs 
with a range above middle C. Such resources are particularly suitable for junior 
choirs and vocal ensemble harmony singing. 
 
 
 
Figure 8. Mt. Warning46 demonstrates a resource suitable for singers, 
recorders and bar instruments 
  
Through their round song form, brevity, simple rhythms, limited melodic 
range, recordings, and choice of texts, the original works in the folio address all of 
the functional requirements of primary music compositions established through this 
research. They are equally suitable as rehearsal material or performance repertoire for 
choirs, school and community singing groups. In that context, they may also be used 
as literacy tools, vocal exercises or ear training exercises. The popularity of pieces for 
mallet instruments by the interviewed composers speaks in favour of new works 
                                                
46 Mount Warning is contained in the More Australian Landmarks folio collection; round number two. 
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suitable for ensembles comprising xylophones, glockenspiels, and marimbas. 
Compositions suitable for mallet ensembles were found to be very uncommon in the 
Chapter Five survey of popular resources. The interviewees expressed a fondness for 
pieces suited to multi-instrumental groups including guitars, ukuleles, recorders, and 
singers. Examination of the surveyed resources and the output of the interviewed 
composers reveal such pieces are scant. The folio rounds are suitable for classroom 
instrumental ensembles, recorders, guitars, strings, C instruments, and untuned 
percussion. In order to fit within the capabilities of classroom instruments, all of the 
folio works are harmonised with chords containing no more than one sharp or flat.  
6.3 Pedagogical characteristics  
Table 35 provides a summation of features included within the folio that facilitate 
their usage within a range of educational contexts and settings.  
 
Table 35. The pedagogical characteristics of the folio compositions 
 
6.3.1 Accessibility 
The following section discusses teaching and learning features embedded in, or 
accompanying the folio compositions to enhance their pedagogical usefulness in a 
range of environments and across varied methodologies. With very few exceptions, 
the pieces by all the interviewed composers, and all of the compositions in Music 
Room and ABC Sing require little or no music literacy skills on the part of those using 
the resources. There is a strong demand for such material evident in the literature, and 
6.3 Pedagogical characteristics 
Codes Summary of folio pedagogical characteristics. 
6.3.1 
Accessibility 
The works in the folio are applicable to teaching spaces that are 
poorly or well resourced, to short lesson times, to modular or 
developmental programs, and to both low and high teacher and 
student skill levels. They are presented in many rhythmic and melodic 
formats, allowing accessibility to generalist or specialist teachers. The 
pieces include notated melodies, chords, note names, and solfa names. 
6.3.2 
Teaching 
aids 
The folio also includes stereo vocal and accompaniment recordings 
lasting between 2 and 2.5 minutes. These recordings contain a clear 
beat, introduction and unison line panned to the left channel, while 
round parts are panned mainly to the right. The recordings offer 
varied instrumentation, and popular and traditional musical idioms. 
Interchangeable teaching instructions are included, as well as scores 
in projectable/printable PDF digital format. 
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further endorsement of its use in the AusVELS arts curriculum statement (Ballantyne, 
2005; Crowe, 2006). The critical interpretation of the literature addressing 
accessibility promotes arguments in favour of works that can be taught in limited 
class time, in non-ideal music teaching spaces, that do not require music literacy or 
performance skills on the part of teachers or students, and can be taught as self-
contained modules.  
The analytical outcomes pertaining to the analysis of interview data and the 
survey of resources reinforced the arguments in favour of compositions suitable for 
inadequately resourced music facilities. The interviewees related that pieces designed 
for teachers with low music competency were often unsuitable for teachers with 
accomplished performance, literacy and pedagogical expertise. There was only a 
small selection of songs suited to specialists’ requirements found in the resource 
survey. Furthermore, within a typical forty-five minute lesson time frame, there were 
very few short works capable of providing for a range of “creating and making” and 
“exploring and responding” music experiences. In light of these outcomes, a key 
consideration in the design of the folio was the level of simplicity, accessibility and 
usability of the material to beginner teachers and students with limited musical skills. 
The rounds can be presented as modular, stand-alone units of work in non-
developmental music programs, or conversely as vocal and instrumental literacy aids. 
They are not reliant on a well-resourced music classroom for their implementation, 
yet they can be effectively adapted to a well-provisioned classroom instrumentarium.  
All of the compositions reviewed provide scores in the form of a single line 
melody with chord names above the staff. None of the notation in the Music Room 
and Upbeat kits or within the ABC Sing books includes note names or solfa. The level 
of rhythmic, melodic, and key complexity of works examined in this project renders 
them mostly unreadable by many students or teachers. The limitations this places on 
their implementation in literacy building programs by specialist teachers emerged in 
the interview analysis. In response to the research findings, the folio compositions 
employ a range of score formats commonly found in Kodaly methodology. That is, 
they are stripped back to their rhythmic skeleton, partially filled in, until finally they 
appear in their full-score format with lyrics and notes on staves. 
The folio scores include the harmonising chords on a treble stave, together 
with note letter names and the chord symbols written above the melody. There are 
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many versions of each score, commencing with rhythm only and extending to the 
inclusion of all musical details, suitable for notation and performance instruction at 
lower and upper primary levels. They are available in PDF file format for overhead 
projection and printing, and are presented in the following six score formats:  
1. Lyrics only 
2. Lyrics set out in bars, with barlines, and without notes  
3. Lyrics beneath a single line notated rhythm  
4. Lyrics beneath a single line rhythm, together with solfa names  
5. A melody and lyrics score with guitar chords, without note or solfa names.  
6. A full score with lyrics, chords, solfa, and note names. 
 
 
The following example—Calistemon—demonstrates the score format 
containing rhythmic notation and text only. 
 
 
 
Figure 9. Calistemon47 is an example of a single line rhythm score 
 
6.3.2 Teaching aids 
The discussion of the interview and composition survey data produced arguments in 
favour of the provision of high-quality vocal and accompaniment-only recordings for 
classroom use. The ABC Sing books have been providing both since 1988. Music 
Room and Upbeat do likewise, as does one of the interviewed composers. Despite the 
many aesthetic and musical shortcomings of computer sequenced recordings 
                                                
47 Calistemon is contained in the Australian Flora folio collection; round number four. 
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(Sundstrup, 2009) they have remained the format of choice for two of the interviewed 
composers, and all those producing the surveyed resources. 
The recordings in the analysed resources comprise varying amounts of 
computer sequenced and live instrumental performance. The accompanying 
arrangements often employ lively modern rock instruments in popular music genres. 
The average length of the surveyed recordings was two and a half minutes, 2:30. The 
rounds in the folio are 4, 6, 8 or 12 bars in length. They range in performance length 
from 6 seconds to 20 seconds, and are recorded with up to 8 repeats, giving a playing 
time of between 2 and 2.5 minutes, depending on the length of the tune itself. 
 
Recordings 
The accompaniment recordings reviewed in this research often include an underlying 
rhythm section comprising drum kit, bass and piano. In many cases, the recordings 
are overlaid with acoustic instruments such as guitar, violin, voices and percussion. 
Due to the time frame and financial limitations of the research, the folio 
accompaniments were recorded with Apple Mac Logic recording software, and all 
instrumental parts are arranged and performed by the author on a midi keyboard. A 
group of between four and eight computer or instrument sounds were selected as the 
basic, contrasting palette for each song accompaniment.  
Some arrangements employ a simple chamber ensemble configuration, such 
as strings, flute, horn and harp, while others incorporate a variety of synthesized 
instrumental sounds. The main selection criterion was the creation of varied, 
musically-rich performance-enhancing accompaniments offering sufficient aural 
variety to pique children’s interest in each round. The digital recordings bear no 
resemblance to the music of popular children’s entertainers such as Peter Combes or 
Franciscus Henri. They serve a function similar to the recorded accompaniments 
provided in folk dance kits by Bushwackers, Shenanigans and others that are also 
designed to fulfil a background role to the foreground teaching or dance.  
The folio recordings usually commence with the complete round sung twice 
in unison, before round parts commence on other tracks. Each repeat may have an 
increasing number of voices entering at differing separations. The recordings 
conclude with the number of parts gradually reduced to unison. The rounds are 
recorded with the unison melody panned to the left channel, and all other round parts 
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panned to the right. In this way, it is possible to use the balance control to hear more 
of the melody if required. I was guided by the sentiment of the verses in formulating 
the style of the accompaniment, be they playful, nonsense, contemplative or 
containing any other cultural signifiers in the text. These elements in turn determined 
whether each round was to be performed at a rhythmically propulsive, or languorous 
tempo. Each recording maintains a clear, audible beat to assist performance 
synchronisation, while the introductions include the first phrase of the round for 
cueing purposes.  
The interviewees stressed the importance they placed on the provision of 
teaching guides and instructions in music classroom resources. Both Music Room and 
Upbeat provide comprehensive written instructions for teachers. In many cases, these 
materials are supplemented by assessment tasks, curriculum checklists, website 
support and video demonstration lessons. One notable absence in the surveyed kits 
was the lack of projectable and printable digital scores or teaching notes. Their 
absence is hardly surprising, considering notation reading is not a priority of the 
analysed curriculum packages. The classrooms of all the interviewed teachers were 
equipped with a digital projector, or touch screen interactive white boards. The folio 
includes a comprehensive set of music files and interchangeable teaching suggestions 
in accessible PDF formats. 
6.4 Pedagogical goals 
Table 36 summarises the ways in which the original works respond to 
methodological and curriculum compliance issues revealed within the data analysis. 
6.4.1 Methodologies 
Analysis of the interview data suggests teachers are constantly on the lookout for 
compositions applicable to a variety of classroom methodologies and instrumental 
performance processes, such as Kodaly and Orff. The composers interviewed in this 
project produced a considerable quantity of compositions suitable for Orff 
techniques, and very few applicable to the Kodaly literacy method. Likewise, the data 
analysis revealed very few examples applicable to specialist music methodologies. 
The trend towards modular, non-developmental music teaching was a theme in the 
literature, as was the widespread phenomenon of generalist trained music teachers’ 
inability to write or teach curriculum directed towards notational literacy or 
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performance skill acquisition (Ballantyne, 2005; Chadwick, 2000; Crowe, 2006). In 
support of these findings, the researcher’s survey of the music competencies of 813 
second-year generalist teacher trainees revealed less than 5% had achieved AMEB 
grade four level on an instrument. 
The strong demand for, and the provision of commercial primary music 
curriculum packages that cater for teachers with limited musical and pedagogical 
skills is a logical consequence of this phenomenon. Music suitable for the Kodaly 
method is built on simple keys and rhythmic units, and characterised by the inclusion 
of pentatonic, diatonic and modal melodies with restricted note ranges. Rounds and 
canons are frequently employed in Kodaly teaching to develop vocal ensemble and 
harmony skills (Choksy, 1981, 1987, 1988). Compositions compatible with Orff 
techniques are scant in the surveyed resource compositions. Music suitable for the 
Orff instrumentarium, which includes xylophones, glockenspiels, marimbas, 
recorders and untuned percussion, must naturally comply with the range and key 
limitations of those instruments. Such works commonly employ ostinati, and 
opportunities for free improvisation in pentatonic keys (Frazee, 1987). 
 
Table 36. The scholastic roles of the original pieces within the folio 
 
The praxis model is wholly in keeping with both Kodaly and Orff practices, in 
that it advocates active involvement and critical engagement on the part of the 
6.4 Pedagogical goals 
Codes Summary of the pedagogical goals of original works in the folio. 
6.4.1 
Methodologies 
The rounds are compatible with both specialist and non-specialist 
music methodologies, including Kodaly, Orff, and hybrid processes. 
They incorporate the use of restricted note ranges, keys, and 
rhythms within simple pentatonic and diatonic melodies that include 
the names of notes and solfa. These pieces provide opportunities for 
physicality, active engagement, and the creative input of melodic 
and rhythmic improvisations, lyrics, movement, and dramatic 
portrayal. 
6.4.2 
Curriculum 
compliance 
The rounds fulfil AusVELS requirements and prepare students for 
senior music VCAA requirements such as ear-training, theoretical 
and historical concept knowledge and music literacy. They address 
cross-arts requirements by providing movement, dance, and drama 
opportunities. The lyrics create inter-disciplinary linkages to history, 
science, media and geography, and these original works help 
engender personal interaction through singing and instrumental 
performance. 
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students (Roy et al., 2012). The interview data analysed in this research suggests 
teachers adopt a praxial approach, seeking out pieces providing opportunities for 
active engagement and physicality by way of instrument playing, physical actions 
and dances. The composers interviewed for this project spoke of their desire for 
students’ creative input in the music, which they encouraged through the provision of 
spaces for students to add their own lyrics, rhythms, improvisations, movements, and 
dances.  
The Correa round provides opportunities for the exploration of the dorian 
mode, small rhythmic units and round harmony, as well as performative functions 
such as vocal harmonisation, instrumental performance, and physical enactment. 
 
 
 
Figure 10. Correa48 is a dorian round suited to movement activities   
 
The folio compositions take into account all of the discoveries produced by 
this research in relation to the pedagogical function requirements of music in the 
primary setting. Through their structure as rounds, and the use of restricted note 
ranges, keys, harmonies and rhythmic units, these works fulfil the needs of the 
specialists regarding compatibility with Kodaly and Orff programs. The provision of 
single line rhythm and solfa notation further increases their functionality in literacy 
development programs. The combination of simple musical language and brevity 
                                                
48 Correa is contained in the Australian Flora folio collection; round number seven. 
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facilitates the use of the rounds in Orff instrumental activities. Students are 
encouraged to engage actively with the pieces, and explore melodic and rhythmic 
improvisation in the pentatonic rounds. 
In specialist programs, students and teachers may explore rhythm, time and 
key signatures, harmony, and a range of structural elements of the folio works. 
Instrumental programs, choirs and recorder ensembles may focus on stylistic issues, 
ensemble cohesion, arrangement, instrumental technique, and concert presentation 
within the performative elements of the works. At the very least, generalist teachers 
with limited music and pedagogic expertise will be capable of providing harmony-
singing experiences. The lyrics of the rounds, particularly in the Flora and Australia 
by rail series, lend themselves readily to physicality and active engagement through 
associated dance and movement activities. 
6.4.2 Curriculum compliance 
All primary music curricula must comply with the government music curriculum 
statement AusVELS. The wording of the VELS and draft ACARA curriculum 
documents is sufficiently flexible to accommodate both non-literacy and literacy-
based teaching of the folio works. The curriculum content of AusVELS is the same as 
its predecessor VELS. 
Level 2: Students sing aurally and, as appropriate, use some graphic or conventional 
notation cues, and recall and expressively perform a variety of songs such as echo 
games and rounds using their natural voice.  
 
Level 3: Rehearse and perform songs either solo or as part of a group. They learn to 
use a natural voice with accuracy in pitch, rhythm, dynamics and breathing at 
appropriate places, such as at the end of a phrase. They perform music composed for 
a particular purpose and which demonstrates knowledge of appropriate conventions 
and skills in controlling the performance to express and reﬂect the purpose of the 
music. 
 
Level 4: They work independently and collaboratively in experimenting with and 
applying: 
• instrumental and vocal performance skills, such as extending range on 
selected instrument/s and voice, and developing a greater degree of (as 
appropriate) breath/ bowing/articulation/phrasing/dynamic control.  
• Speciﬁc techniques to perform repertoire from different times, places and 
cultures.  
(VELS, 2013: 
http://www.vcaa.vic.edu.au/Pages/foundation10/curriculum/resources/arts_ap
proaches.aspx)  
 
The critical discussion of the interview data and the survey of teaching 
resources revealed an abundance of music curriculum materials capable of addressing 
cross-arts curriculum, such as music/movement, and music/drama. There is no 
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explicit requirement in the arts curriculum statement that teachers must implement a 
music literacy development program, such as the Kodaly method. Neither is there a 
requirement that they engage in instrumental skills or music concept knowledge 
teaching and learning with their students. Despite the absence of any explicit 
requirement, all teachers interviewed in this study included music concept knowledge 
in their curricula; that is, instruction in music theory and cultural studies, and 
instrumental skill development on a range of classroom, orchestral, and band 
instruments.  
Compositions suitable for application in those areas were almost entirely 
absent in the analysed materials, since the level of rhythmic and melodic complexity 
exceeded the primary students’ score reading vocabulary. The lyrics examined within 
this inquiry covered a wide range of humorous and poignant topics, enabling the 
pieces to be linked thematically to other subject areas, and thereby fulfilling the inter-
disciplinary linkages requirements of the AusVELS music curriculum. Pieces 
addressing Australian identity and culture were predominantly traditional folk songs 
and ballads, such as “Click go the shears” and “Botany Bay”, or light-hearted and 
humorous songs such as “Give me a home among the gum trees”. The critical 
commentary upon the interview data presented in this research suggests teachers and 
composers strongly favour lyrics addressing inclusiveness, self-affirmation, 
acceptance of cultural diversity, and social cohesion. The interview data and the 
survey of compositional materials indicate composers produce a great number of 
works dealing with those issues. 
The folio of original creative works fulfils all of the requirements of the arts 
curriculum statements. Furthermore, they are designed to address the disjunction 
between the non-music literacy Foundation to Year 10 curriculum statement 
(AusVELS, 2013) and the music literacy based Year 11 and 12 music curriculum 
statement (VCAA, 2010). These works cater for the “creating and making” 
requirements of the AusVELS music curriculum statement through the provision of 
vocal and instrumental performance and improvisational opportunities, in solo and 
ensemble settings. They address the “exploring and responding” category by 
providing opportunities for the exploration of historical and theoretical concepts, such 
as musical periods, forms and styles, and music notation conventions. These areas are 
largely underrepresented within the compositions examined in this project. As an 
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example, the folio round entitled Glenrowan can be used for instruction in either 
vocal and/or instrumental music performance, as well as concept knowledge, such as 
3/4 time signatures, dotted notes, and the E minor pentatonic scale. Furthermore, it 
can service interdisciplinary teaching through discussion of topics addressed in the 
song: Australian history, geography, politics, Irish and English immigrants, and 
bushrangers. 
 
 
Figure 11. Glenrowan49 is an inter-disciplinary round in the Arts/History 
category. 
 
 
Figure 12. Port Arthur50 is a slow and solemn round in A minor 
                                                
49 Glenrowan is contained in the More Australian Landmarks collection; round number ten. 
50 Port Arthur is contained in the More Australian Landmarks folio collection; round number eight. 
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The critical commentary presented in this research reveals the demand for 
more interdisciplinary curriculum materials. The original pieces in the folio address 
that outcome through the incorporation of original texts addressing a range of 
specifically Australian topics. The lyrics refer to Australian scientists, literary figures 
such as authors and poets, artists, pioneers, explorers, musicians, historians, 
filmmakers, sports people, railways, locations, geography, and flora. There is an 
equal representation of notable male and female practitioners in each category.  
The accompanying teachers notes give suggestions for researching each of the 
people, places, and topics mentioned in the folio’s original works. There are five 
collections of one dozen rounds addressing distinctly Australian themes: Famous 
Australians, Australian Landmarks, More Australian Landmarks, Australian Flora, 
and Australia by Rail. The lyrics of Port Arthur—Figure 12—pay homage to the 
early inmates, and more recent victims of violence at this historic site. Hence the 
solemn and slow chant, in keeping with such human tragedy. 
An email from Peter Marriott, a music teacher at Tucker Rd Primary School 
in Bentleigh provides an example of extensive educational exploration of “When 
Handel wrote the Fireworks”, one of my early pieces that appeared in the 2009 ABC 
Sing book.  
  
 Amongst other things I take singing through all of the classes in 
Tucker Rd (Bentleigh) Primary School each week. This year we have an 
extraordinary Year 6 who seem to have very few boundaries when it comes 
to singing. I am fortunate to have an assistant who is the parent of some ex- 
students (who now have children of their own). Marj is an excellent 
musician but even she thought it was a bit crazy what has happened. Your 
song in the Sing Book looked interesting as a round so we decided to use it 
as part of our warm up with the senior classes and read the suggestion that 
it could be started almost anywhere. That started us on a somewhat 
interesting ride. We have done it in two parts and four parts and began at 
almost any conceivable place. It is fantastic how it always works.  
 So we became a bit more flexible. To take it in double time was 
interesting. They picked that easily and then one half sang normally (twice 
through) against the other half singing it once through. No problem – and 
the year fives could do that too (they would have to be our least able year 
level). We have done it in 3/4. That was easy so we ran it with half singing 
in 6/4 by taking the four crotchets and changing the first and third to 
minims (three times) and the other half as normal in 4/4 (twice). That works 
too. It sounds great. Next we sang it backwards. They did not really believe 
a teacher could be so crazy I suspect, but they went along with it. It was a 
bit tricky as they were asked to just read the words from the sheet and, 
because they are so used to reading from left to right, they initially couldn’t 
concentrate on the music - well for a couple of tries through. Then we did it 
half forward and half backwards.  
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 Now this is having a negative affect on me as the teacher - I keep 
waking up dreaming up new ways of doing the wretched thing. So, on the 
drawing board is upside down, 5/4 and 7/4. Now, perhaps we can try 3/4, 
4/4 and 5/4 all together...hmmm. I have no doubt that they will take it all in 
their stride. The odd discussion on Baroque music and variations in 
composition etc. has come out of it as well. 
Re-printed by permission of the author (Butler, 2011). 
 
 
Supplementary folio rounds 
The folio of new works includes an updated collection of 88 traditional rounds. As 
part of this research, I examined many hundreds of rounds from older collections; 
these included (Alcock, 1970; Anderson, 1956; Beaton, 1988; Curwen, N.D.; Molnár, 
1955; Simpson, 1959, 1980; Taylor, 1975; Wilson, 1964). In the course of 
investigating these publications, I selected 88 non-copyright, lesser-known traditional 
rounds that were in keeping with the literature and the analytical findings of this 
project. As part of this folio, I have re-assembled them as an additional teaching 
resource suitable for primary classrooms. In line with the research findings, the 
rounds have undergone some minor notational and textual modernisation. They have 
been re-notated using Sibelius notation software and re-scored in a range of formats.  
These supplementary rounds are in keys with no more than one sharp or flat, 
and are constructed from simple rhythmic units. As such, they suit developmental 
programs that include music reading, singing and ensemble performance. Due to their 
advanced age and subject matter, the lyrics are suitable for inter-disciplinary and 
thematic teaching, particularly in areas such as history and historical customs. A 
complete summary of the structural, musical and educational features of the 
supplementary folio, together with the original and revised lyrics are included in 
Appendix D on page 173. 
In summary, the folio compositions address many of the issues identified in 
the literature review, the analysis of interview data and resource surveys regarding 
the musical and educational characteristics and purposes of music employed in 
primary education. All of the pieces are short rounds, since this form emerged in the 
literature review and the evaluation of interview data as an essential teaching device. 
The relative scarcity of the round form within the music examined in this project was 
another factor supporting the inclusion of rounds in the folio of new works. The 
combination of the wide range and controlled use of keys and scales, as well as the 
melodic and rhythmic vocabulary of the folio rounds increases their suitability for the 
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instruction in musical concepts such as time signatures, modalities, modes, and 
chords.  
The restricted range of music elements also increases their accessibility to a 
range of performance and literacy building methodologies such as the Kodaly and 
Orff. The pieces suit a range of standard primary music classroom solo and ensemble 
performance platforms, including voice, recorder, ukulele, guitar, bar and percussion 
instruments, together with band and orchestral instruments tuned in C. Their design, 
content and accessibility to non-music readers, readers, non-performers, experienced 
instrumentalists, Orff and Kodaly practitioners and choir instructors, caters for a 
broad range of music skill levels on the part of the teacher and student. The rounds 
provide the opportunity for harmony singing, ear training and aural dictation 
opportunities in singing and choral programs.  
The accompaniments explore a breadth of styles and genres, including 
traditional classical, modernist, popular and world-music idioms. They provide 
models for the investigation of music styles, song forms, melodic design, and 
rhythmic setting of lyrics. The vocal and accompaniment recordings, scores and 
teaching notes optimise the use of these rounds in modern classrooms equipped with 
digital projectors, computers, printers, and sound systems. Providing opportunities for 
physicality and active engagement, and creating links to other arts and non-arts 
subjects, these pieces are fully compliant with praxial music teaching ideology and 
the Victorian Government’s curriculum directives.  
 
SUMMARY OF PART THREE 
The findings from the literature survey in Part One and the teacher interviews in Part 
Two regarding the positive and unfavourable features of commonly utilised music 
teaching materials, drew attention to the need for an analytical appraisal of key 
Australian primary school music resources. Through a survey of 1004 compositions 
from the three most commonly cited resources—ABC Sing, Upbeat and Music 
Room—it was possible to quantify the extent to which the material complied with, or 
failed to address the pedagogical and musical requirements of primary classroom 
teachers. For example, within the category of musical attributes, the resource analysis 
conducted in Chapter Five revealed an inordinately heavy use of the key of D major 
in songs for children. Whereas the key is well suited to guitar accompaniment, it does 
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not satisfy teachers’ expressed need for pieces in keys with no more than one sharp or 
flat suitable for classroom instruments.  
Furthermore, the great majority of the surveyed items contained levels of 
rhythmic and melodic complexity that exceeded the music reading abilities of 
primary school age children. The sophistication of the notation further precluded their 
application to instrumental performing activities, or instruction in theoretical 
concepts such as time signatures, scales, keys, and chords. The great majority of 
compositions were designed for singing along with, or playing simple percussion 
parts against a recorded accompaniment. Of the three publications examined, the 
ABC Sing books provide the most diverse overall range of keys, meters and musical 
styles overall, which at the very least exposes children to a broad palette of European 
and world music options, as well as songs drawing upon a wide variety of 
contemporary and older genres, such as rock, swing, ballads, and madrigals. Music 
that provides opportunities for multipart singing and instrumental performance is 
very uncommon.   
Whereas the survey identified only a handful of pieces specifically designed 
for score reading, approximately one fifth of the pieces presented in score format 
(186/892 = 21%) contain key signatures, rhythms and melodies accessible to primary 
students, mostly at Grade 5 and Grade 6 levels.  However, since many of the 
notationally accessible pieces were included in the junior grade kits, their texts and 
subject matters renders them unsuitable for upper primary levels.  
With regard to the critical analysis of pedagogical characteristics of the 
surveyed resources—the features designed to facilitate their use in the music 
classroom setting—they all included printed scores with lyrics and guitar chords, 
vocal and accompaniment digital recordings, and teaching notes providing 
background and suggestions for each unit of work. The survey of literature 
established that notated scores are meaningful to only a small percentage of generalist 
trained primary teachers. As such, they generally rely on recordings and video clips 
to learn new songs.  
It is surprising to note that no digital music scores or teaching notes in PDF 
format are provided in the three publications examined, given the ready availability 
and regular usage of computers, digital projectors and screens in modern classrooms. 
The interviewed teachers related that they all used printed scores extensively. Of the 
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three resources packages surveyed, only ABC Sing provided a small number of 
simplified rhythmic and ensemble scores for a selection of works in the teachers’ 
publications accompanying each volume.  
On the matter of methodological compliance, although there are many pieces 
within the survey sample that would be suitable in Kodaly sight reading courses, the 
difficulty of locating them, and their arbitrary ordering mitigates their usefulness in 
solfa-based programs. Similarly, a large number of the surveyed pieces built on 
simple keys, rhythms, and melodies are well suited to Orff programs employing 
ostinato, percussion and movement. Again however, the difficulty in pinpointing 
those pieces—other than by a detailed analytical examination, such as was employed 
in this research—militates against their accessibility to Orff processes.  
Any classroom music curriculum, which at the very least includes singing or 
performing on instruments, together with some music related discussion will satisfy 
the requirements of the Government AusVELS music curriculum for Foundation to 
Level 10. All of the surveyed resources fulfil this minimum requirement. Schools 
may include music as one element of a cross-arts program that might include dance 
and/or drama, rather than as a stand-alone subject. The surveyed resources all include 
a large number of units of work that link music, movement and dramatic portrayal, in 
keeping with the cross-arts requirements of the curriculum.  
The government arts statement also requires that issues of interpersonal 
respect and personal wellbeing are addressed. In this context, the surveyed sample 
includes numerous songs with texts addressing self-affirmation, bullying and 
cooperation. Finally, the arts subjects are encouraged to create links with other 
disciplines. A critical analysis of the resources uncovered that the range of topics 
addressed in this fashion is limited, with an abundance of song texts addressing 
Australian history, in fields such as bushrangers, exploration, and the gold rush. 
Other topics frequently represented in the lyrics include seasons, months, festivities, 
hobbies, past times, family, and nationality.  
Chapter Six provided an assessment of the folio of original compositions 
accompanying the thesis, within the context of the categories and codes that emerged 
in Chapters One to Five. The researcher-composer has been guided in the 
compositional process by the musical and pedagogical preferences of primary music 
teachers identified within the survey of literature and the analysis of interview data. 
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The folio comprises sixty rounds, since the round form was found to be highly 
favoured within the literature and interviews, yet surprisingly scarce within the 
survey of resources. The design of the original works has been further informed by 
the identified under-provision of favourable qualities within the examination of 
resources in Chapter Five.  
A key decision in the development of the folio was to ensure that the works 
simultaneously addressed the needs of both specialist and generalist primary music 
teachers. The inability of many publications to cater to both was identified as a source 
of frustration to the interviewed teachers. On the one hand the works needed to be 
useful to the majority of teachers with no music literacy or music performance skills, 
while at the same time facilitating musical instruction and the vocal and instrumental 
performance requirements of specialist teachers. In this regard, it was necessary to 
include both notated scores and recordings of performances of each work. The pieces 
adhere to structural guidelines concerning diversity of keys, rhythmic units, note 
ranges, and time signatures, established through the analysis of codes within the 
musical attributes category of each stage of the inquiry.  
As such the works fit within the range, diatonic and modal key limitations of 
common classroom instruments: recorders, ukuleles, bar instruments, and voice. They 
further include simple rhythmical metrical units—minims, crotchets, crotchet rests 
and quaver pairs—in response to the literature concerning the music literacy ability 
levels of primary schoolchildren. Each set of one dozen rounds focuses on a different 
group of major, minor, pentatonic or modal tonalities, and explores a variety of 
melodic, chordal, metric, stylistic, and rhythmic potentialities as a means of 
addressing the lack of diversity within those areas identified in the analysis of popular 
resources. 
In terms of musical functions—the manner in which resources are used in the 
music classroom—the folio compositions employ structural features to facilitate 
instruction in musical concepts and vocal/instrumental performance.  The data 
analysis undertaken within Chapters One to Five drew attention to the many 
classroom and concert performance requirements of teachers, and the challenges they 
face finding repertoire applicable to a wide variety of classroom ensembles 
comprising, for example, voices, bar instruments, ukuleles, and recorders.  
Furthermore, the research uncovered the difficulties faced by teachers in 
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selecting music suitable for instruction in musical concepts such as keys, scales, 
chords and meters, as well as materials appropriate for use in aural discrimination 
exercises addressing rhythms and melody. To this end, the original scores are 
presented in a number of formats—with and without note names or melodies—to 
render them suitable for mixed ensembles, as well as Kodaly, Orff, and hybrid 
methodological processes. The suggestions for teachers included within the CD 
booklets provides teachers with options for adapting the pieces to a range of 
“exploring and responding” and “creating and making” requirements of the 
AusVELS curriculum.  
The survey of literature and the interview findings describe teachers 
possessing beginner to advanced musical and methodological competencies, while 
working in either well equipped or poorly resourced teaching spaces. Therefore, a 
major consideration in the creation of the original works was to ensure they had the 
capacity to be useful to teachers and students possessing either minimal resources, or 
well-equipped teaching facilities. Information is provided within the notation of the 
scores—such as chord, solfa and note names—together with pedagogical suggestions 
to equip teachers with sufficient material to provide the children with either a basic 
singing opportunity or more extended performance and investigative activities. The 
rounds have a duration of between twenty seconds and one minute, enabling them to 
be taught in limited music classroom time. The recordings provide a clear beat and an 
introduction that includes the first phrase, before the round is sung in unison and later 
splitting into three or four parts. All of the teacher's instructions and scores are made 
available in PDF format, since digital accessibility was identified as key selection 
criteria in the interviews with teachers. 
With respect to curriculum compliance and methodological robustness, the 
rounds address a host of teacher requirements, revealed within the survey of literature 
and interviews. In the case of the Kodaly method, practitioners desire short melodies 
built on a simple melodic, harmonic, metric and rhythmic framework. Both Orff and 
Kodaly instructors believe rounds to be an invaluable device for facilitating harmonic 
vocal and ensemble performance. For generalist teachers—the great majority of 
whom have limited music expertise—rounds provide an accessible portal into 
harmony singing.  
Finally, a fundamental requirement of material selected for use in music 
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classrooms, is the compliance with the cross-arts and interdisciplinary mandates of 
the AusVELS curriculum statement. The lyrics of many rounds—such as those 
included in the Australia by Rail set—are well suited to movement and dramatic 
portrayal. The folio as a whole presents a host of opportunities for primary teachers 
and their students to “explore and respond”, and to “create and make” through visual, 
aural and kinaesthetic means. The texts encourage interdisciplinary linkages through 
addressing a range of disciplines: plants—botany, Australian landmarks, cities and 
railways—geography, as well as prominent Australians in disciplines ranging from 
science and exploration, to television and literature.  
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CONCLUSIONS 
This study has investigated ways to optimise the teaching potential of compositions, 
given the limitations of the current school teaching environment and the commonly 
low levels of generalist primary teachers’ music expertise revealed within the 
literature. To this end, the inquiry has been directed by the primary research question:  
What are the most effective musical and pedagogical attributes of 
compositions used in Foundation to Level 6 school music classes, and 
how do these elements best facilitate the musical, pedagogic and 
practical applications of such works in an educational setting? 
 
An extended qualitative methodology was adopted in order to address the 
research question (Corbin & Strauss, 2008; Glaser & Strauss, 1967; Silverman & 
Marvasti, 2008; Vogt & Gardner, 2012). These p rocesses included a survey of 
literature—journal articles, theses, books and Government documents—related to 
primary music education. Semi-structured interviews were conducted with music 
educators and composers of resources for the primary classroom, and an analytical 
survey of commercial music teaching resources was also undertaken.  
The investigation of the literature reviewed research examining the 
expectations of school music programs, timetabling and facilities, as well as teacher 
training and the evident skill levels of teachers and students. The investigation of 
government arts curriculum statements and the findings from earlier research 
addressing music curriculum design established the scope and minimum requirements 
of primary school music programs (Stefanakis, 2003; Watson, 1999). In addition, 
research probing Kodaly and Orff methodologies uncovered information with respect 
to the key, meter, range, and rhythmic unit requirements of specialist teachers 
(Choksy, 1986, 1988; Frazee, 1987; Keetman, 1974; Szonyi, 1973).  
While the literature review revealed very little information regarding the 
structural elements of compositions used in non-specialist primary music programs, it 
provided important data with respect to the pedagogical preferences of teachers. The 
music’s accessibility, that is, its ability to be understood and used effectively by 
teachers and students possessing varying levels of musical expertise was a recurrent 
theme. A survey of 803 second-year teacher trainees incorporated in this thesis 
provided innovative information regarding the apparently low music skill levels of 
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generalist trained primary teachers.  
The research findings were subsequently amalgamated under four category 
headings—musical attributes, musical functions, pedagogical characteristics, and 
pedagogical goals. The analysis of themes within the literature, the interview data and 
the resources produced a set of codes common to each field of the investigation. An 
in depth examination of musical and scholastic concepts coded within the literature, 
interview and resource survey chapters further refined the inquiry. The subsequent 
analysis of concepts generated a comprehensive set of favourable and counter-
productive qualities pertaining to compositions produced for primary classroom 
environments. These findings informed the production of the folio of original works 
designed for music classroom settings. These pieces eliminate characteristics 
identified as unhelpful, while including desirable features found to be under-
represented in the surveyed material. Thereby the collection of original teaching 
compositions provides a rigorous theoretical and practical response to the aims of this 
research. 
Table 37 Provides an overview of the categories and codes identified within 
the inquiry. The final column lists pedagogical and musical concepts examined 
within each code. Details of the amalgamated critical analysis, and the creative 
response to findings within each code were discussed in Chapter Six under identical 
category and code headings. The following conclusions from this study respond to 
the initial research question, while addressing the codes within each musical and 
pedagogical category in turn.  
 
Modalities, meters, styles and genres 
The analysis of musical attributes revealed discrepancies, shortcomings and 
inconsistencies between the skill levels and pedagogical requirements of music 
teachers and the pieces included in commercial music curriculum resources. The 
analysis of literature and interview data indicated that the majority of music in 
commercial resources had limited usefulness beyond sing-along and simple 
percussion play-along activities. Apart from Tim Tuck’s musical attribute index of 
the ABC Sing publications (1989) the surveyed materials did not provide an index of 
tonalities, keys, rhythmic units or ranges of songs that would enable teachers to refine 
searches for suitable material. Furthermore, pieces with restricted note ranges, simple 
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keys and rhythms, and lyrics addressing Australian topics, were very uncommon.  
The genres and idioms of original works by the authors of commercial 
resources were heavily skewed towards modern rock, blues, and swing idioms. 
Consequently their notational complexity exceeded the skill level of most generalist 
trained teachers and primary schools students. The interviewed composers produced 
many pieces in simpler keys and rhythms for marimbas and bar instruments, 
however, there were examples in their oeuvre of notation exceeding the music 
reading skills levels of teachers and students. 
 
Table 37. Categories, codes and concepts examined within the inquiry 
 
The analysis of music resource data provided evidence that the publications 
primarily cater for teachers with minimal or no music skill or pedagogical expertise. 
Given the frequent reference in the literature to the need for “ready-to-teach” 
complete curriculum packages, and the generally low skill levels of generalist music 
teachers, the authors are understandably exploiting a clearly identified market need.51 
However, as David Elliott presciently warned, they risk contributing to the cycle of 
                                                
51 See Chapter Two section 2.2.1 Teacher training on page 31. 
Categories Codes Concepts 
Musical 
attributes 
Modalities and 
meters 
Modalities: Tonic note and range. Keys—major, minor, 
pentatonic and modal.  
Meters: Rhythmic units—minim, crotchet, quaver-pairs and 
rests. Time signatures—simple, compound, and mixtures. 
Styles and 
genres 
Styles: Popular, traditional, classical, and world-music. Song 
forms, such as rounds. 
Genres: Popular—rock, ballads, and folk. Traditional—jazz, 
swing, and blues. Classical—baroque, classical, 
impressionist, atonal, and minimalist. World music—African, 
Caribbean, Indian, and Latin. 
Musical 
functions 
Musical 
understandings 
Styles and genres: Classical styles and periods.  Popular 
styles—rock, jazz, blues, swing. Indigenous, and world-
music 
Musical language: Keys, scales, meters, harmony, score 
notation, rhythm, tempo, and instrumentation.  
Vocal and 
instrumental 
performance 
Vocal: Classroom singing, and choirs. 
Ensemble: Marimbas, combined instruments-and-singers 
groups. 
Pedagogical 
characteristics 
Accessibility Facilities and timetabling. Teacher and student skill levels. 
Teaching aids Recordings, scores, teaching notes, and website support. 
Pedagogical 
goals 
Methodologies 
Suitability for specialist, generalist teachers and Kodaly and 
Orff processes. Praxis—active/creative engagement and 
physicality. 
Curriculum 
compliance 
AusVels and VCAA compliance. Accessibility to cross-arts 
and interdisciplinary requirements. 
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low music skill levels in future generations of students and teachers (Elliott, 1995, p. 
252).   
The interview data drew attention to the difficulty that primary music teachers 
face in obtaining simply constructed pieces in a variety of genres and styles 
compatible with classroom instruments, singing, and recorders. The interviewed 
teachers felt that there was a paucity of pieces with notational language 
commensurate with the music reading skill levels of primary schoolchildren 
The sixty original compositions—all of which are rounds—respond to the 
research findings regarding under-represented musical attributes through the 
inclusion of a restricted palette of notational symbols. The works include examples in 
every available key—major, minor, pentatonic, and modal—with no more than one 
sharp or flat in the key signature. The pieces reference a broad spectrum of classical, 
contemporary, and world-music genres. Their ranges extend from middle C4 to E5, 
and occasionally F5 and G5 on the top of the treble stave.52 A large proportion of the 
songs extend no further than one octave. A variety of simple and compound time 
signatures are utilised, with melodies built on basic rhythmic units—minims, 
crotchets, quaver pairs, and crotchet rests. 
 
Musical understandings: Vocal and instrumental performance 
It is within the area of the musical functions of classroom repertoire that the research 
reveals a profound disjunction between the musical curricula objectives of teachers 
and those of the commercial teaching packages. The teachers interviewed within the 
study spoke of the constant pressure they experienced, particularly from students in 
higher primary levels, to include popular music within the curriculum. The 
controversial and sexualised lyrics and imagery of many current pop hits rendered 
them unsuitable for classroom use. Moreover, the selected educators spoke of the 
difficulty of presenting appropriate new music in a pedagogically and musically 
meaningful way. 
Whereas the commercial teaching packages—Upbeat and Music Room—offer 
complete “ready-to-teach” Foundation to Level 6 music programs, the survey of 
literature and interview data revealed that they fail to provide sufficient opportunities 
to use the material in musically developmental ways. The complex keys, genres and 
syncopated rhythms of the pieces militated against their use in multi-instrumental 
                                                
52 A further explanation of the note numbering system used in this research can be found in section 
5.1.3 Notation on page 98. 
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activities that included marimbas, recorders, guitars, and singers. While the 
interviewed composers’ works endeavour to bridge this gap through the production of 
pieces suitable for common classroom instrument ensembles, particularly marimba 
groups, the rhythmic complexity of many of their pieces require that they be taught in 
rote fashion. 
The ABC Sing publications and the songs in Music Room and Upbeat provide 
access to thousands of traditional and popular songs, and yet they present obstacles to 
their use in developmental music programs due to the notational complexity of most 
of the pieces. This investigation revealed the difficulty faced by teachers in accessing 
works suited to music notation reading activities for children. There were only a 
handful of songs in the surveyed resources that facilitated harmony and part-singing. 
For primary classroom music teachers using commercial curriculum 
resources, the task of accessing material suited to instruction in musical concepts—
score reading, keys, scales, metres, score conventions, harmony etc.—is onerous 
(Heinrich, 2012, pp. 84-92, 97). The interviewed teachers were constantly on the 
lookout for music built on simple keys and rhythmic units for this purpose.  
The folio of newly composed rounds was designed to address the identified 
shortcomings in the functional roles of compositions, enabling them to service the 
requirements of developmental music programs. The works are suitable for multi-
instrumental and singing classroom activities, as well as for concert items. The round 
form provides opportunities for participation in harmony-singing and multipart 
instrumental performance. The use of simple notation, combined with the provision 
of scores in multiple formats—with and without solfa and note names—facilitates the 
exploration of theoretical concepts, as well as providing opportunities for sight 
singing and aural development. While the round melodies reference classical song 
forms, the accompaniments draw on classical, contemporary and world music idioms, 
thereby offering students examples of a range of styles and genres to further 
investigate. 
 
Accessibility and teaching aids 
With regard to the appropriateness of compositions, and their “user-friendliness” for 
teachers and students, this research has uncovered some recent trends of particular 
concern. School music programs are often run by the most musically enthusiastic 
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member of staff, rather than by specialist practitioners (de Vries, 2014). A range of 
other issues impact on the efficacy of the school music curriculum, such as 
timetabling, facilities, and the limited music and arts training offered to pre-service 
teachers within Australian universities. Furthermore the primary music curriculum is 
often overtaken by the obligation to fulfil performance, presentation, and school 
promotional functions.53 Technological advances and the proliferation of e-resources 
in education are impacting on primary school music in positive and negative ways. 
On the one hand, the ready availability of sing-along and accompaniment CDs has 
done away with the need for accompanimental skills. It has, however, brought about 
a situation in which music classes can be conducted entirely from a computer and a 
set of speakers by a musical novice. The surveyed resources have exploited this 
phenomenon to their commercial advantage.  
The results from the survey of second year students at the researcher’s 
university indicated that more than 70% of the teacher trainees entered the course 
with no music literacy or theoretical knowledge. Less than 5% of those surveyed 
reported having achieved Grade 4 AMEB standard on an instrument. The interviewed 
teachers on the other hand had attained high levels of musicianship. They expressed 
frustration with the limited usefulness of the surveyed commercial music teaching 
packages. The composers interviewed in this research related that their resources 
need to be accessible to teachers and students with low music skill levels. To this end, 
they produce recordings of performances of their works, and in some cases 
accompaniment CDs. The composers reported their preference for short, repetitive, 
simple, catchy pieces that can be taught and learned in a short time frame with 
minimal instrumental resources. For one of the composers, the works were primarily 
movement and percussion focused, while three others wrote a large amount of music 
for marimbas, bar instruments, and guitars. 
A notable absence in the survey of the commercial resources and the works of 
the interviewed composers was the failure to provide digital scores and teaching 
notes suitable for projection and printing. The issue of digital piracy was raised by 
three of the composers as being a major concern. One composer stated that sales of 
their CDs had “fallen of a cliff”. They noted that teachers appear to be acquiring 
recordings by other means. The interviewed teachers described their strong reliance 
on digital resources—recordings, projections, video clips and lesson plans—that are 
                                                
53 See Chapter Two section 2.1.1 Promotional role of music, on page 29. 
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stored and accessed from their tablet and desktop computers. They were cautious in 
their purchases, and looked for resources that represented value for money and 
provided maximum teaching potential. 
This research has confirmed that the music skill level of generalist teachers is 
not showing signs of increasing. In order to achieve commercial viability, therefore, 
producers of teaching resources must necessarily assume little or no expertise on the 
part of the practitioner engaging the materials. While there are many highly skilled 
specialist music teachers in the field, they are in the minority. The decline in the 
status of music, and music education in schools, and in the standard of music training 
for teachers are common research themes.54 During the time that this research has 
taken place Australia has witnessed a significant reduction in the provision of music 
degree courses, and in the range of subjects offered within those courses thereby 
further reducing the supply of specialist music teachers. 
This research therefore concludes that it is important for composers and 
producers of primary music teaching resources to provide engaging, musically rich 
and meaningful units of work, both in terms of the compositions themselves, and 
within the associated teaching suggestions. The authors/composers of commercial 
packages should include works that provide more scope for musical enrichment, as 
well as increased opportunities for the theoretical, instrumental, and vocal 
engagement of young students.  
The original works accompanying this thesis provide examples of 
pedagogically rich musical resources optimising their accessibility to a range of 
teacher and student ability levels. They are designed to fulfil the needs of specialist 
and generalist music teachers through their use of simple musical language and 
associated recordings, digital scores and teaching notes. Furthermore, they respond to 
teachers’ preference for short, catchy, easily memorable pieces. The simple notation 
serves the instructional requirements of the specialists, and provides a portal into 
musical language for primary students and generalist teachers. The folio pieces are 
equally accessible to poorly resourced music programs and well-equipped facilities.  
 
Methodologies and curriculum compliance 
This research finds the compatibility of all of the surveyed commercial resources to a 
broad range of methodologies is limited. The teaching kits and ABC Sing books are 
                                                
54 See Chapter Two section 2.1.2 Time allocation on page 30, and section 2.2.2 Pedagogical skill 
levels (of teachers) on Page 33.  
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broadly accessible to generalist teachers, while of minimal usefulness to specialists. 
The composers surveyed within this study designed their work to compliment Orff 
techniques, for example in the use of percussion, movement, chants, and ostinati. On 
the other hand, the large commercial publications contained very few examples of 
pieces applicable to either Kodaly or Orff teaching techniques, primarily due to the 
rhythmic and melodic complexity of the material.  
The issue of AusVELS55 arts curriculum compliance was found to be an 
unhelpful measure of the effectiveness of the commercial resources, since as a 
minimum expectation, the Government statement requires that primary teachers do 
no more than present music and discuss it. The surveyed primary classroom music 
resources—Upbeat, Music Room, and ABC Sing—complied with the AusVELS arts 
curriculum statement, and provided opportunities for praxial engagement and 
physicality. Furthermore, they included scope for cross–arts and interdisciplinary 
applications within lesson units. Likewise, the interviewed composers’ works were 
fully compliant with AusVELS. There was however a greater focus on instrument 
playing and the development of musical concept knowledge such as rhythm, beat, 
and meter evident in the composers’ pieces.  
Heinrich’s (2012) research established that very few primary music teachers 
across rural Victoria taught exclusively using the Kodaly method, and that the use of 
tonic-solfa and rhythm time names—integral to that approach—represent 
approximately 10% of the curriculum in Victorian regional government schools. The 
great majority of schools in rural Victoria offer singing and movement-based 
programs, including many that utilise some elements of Orff and Kodaly methods. 
Within the Kodaly song lexicon there are relatively few “all-Australian” pieces. 
Instead, the Kodaly repertoire is drawn from traditional European, English and 
American folksongs. The teachers interviewed within this inquiry used solfa and 
time-name devices in their lower primary classes. 
The analysis of data from the resource survey drew attention to the very small 
selection of songs applicable to either Kodaly or Orff teaching principles provided 
within the commercial publications, and a similar reluctance on the part of the 
interviewed composers to make provision for Kodaly teaching processes in their 
works. The surveyed publications fail to cater for practitioners in either method.  
                                                
55 See Chapter Two section 2.4.3 Foundation to Year 10 arts curriculum (AusVELS) on page 40. 
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In responding to the findings regarding the limited methodological 
applicability of popular resources, the original compositions in this portfolio were 
designed to be accessible to a variety of primary music teaching platforms. The folio 
includes rhythm and solfa scores, as well as fully notated melodic scores with chord 
symbols and note names to suit either generalist singing and movement programs, or 
specialist solfa and sight-reading practices. The original works draw upon features 
common to Kodaly and Orff repertoire—brevity, simplicity, repetition, and a narrow 
note range. Opportunities for active engagement and physicality—praxis—occur not 
only in the act of performance of the songs, but also in extension activities provided 
in the accompanying teachers’ notes. For example, students are encouraged to 
investigate alternative ensemble performance configurations, and to experiment with 
longer and shorter round part entries.  
The newly composed pieces sit comfortably within AusVELS guidelines, 
while further introducing students to many music skills and concepts required by the 
Year 11 and 12 Victorian Curriculum and Assessment Authority (VCAA) music 
syllabus, such as modes, score-reading, aural training, and ensemble performance. In 
response to the interviewed teachers’ preference for textual variety, the pieces contain 
examples with light-hearted lyrics, as well as serious texts. With regard to the 
identified scarcity of songs addressing Australian subject matter, the lyrics refer to 
local people, places, and indigenous objects in the fields of arts, science and SOSE—
studies of society and environment—thereby addressing the cross-arts and inter-
disciplinary components of AusVELS.  
 
In closing 
In the process of examining compositional preferences in the primary school setting, 
this inquiry has provided new insights into the practices of primary school instructors. 
As such, it has responded to the exhortations of researchers for an increased research 
focus on primary classroom teaching practices (Klopper & Power, 2010, p. 293; 
Wiggins & Wiggins, 2008, pp. 3-4). Furthermore, this  thesis has highlighted avenues 
that could form the basis of future research. For example, research investigating 
realistic levels of music expertise achievable by teacher trainees within a single 
semester compulsory arts subject is desirable. Such an inquiry is particularly relevant 
where more than 70% of inductees commence with no musical proficiency. Secondly, 
  
 
153 
is it realistic to expect that training generalist teachers within such a restrictive time-
frame will equip them sufficiently to teach musical concepts? Other researchers have 
posed similar questions, and have devised alternative teacher training music programs 
in response (Russell-Bowie, 2012; Temmerman, 2005, 2006).  
In spite of the diminishing hours devoted to music instruction, the majority of 
Bachelor of Education/generalist teacher training programs provide instruction in 
music skill development (Heinrich, 2012). Furthermore, the teachers interviewed 
within this study and other enquiries actively instruct their primary school students in 
traditional music theory and instrumental concepts (de Vries, 2014; Wiggins & 
Wiggins, 2008).  
In light of the widespread application of traditional music education practices 
within teacher training programs and in primary schools, this study has established 
desirable qualities of classroom resources and has subsequently produced 
compositions designed for effective integration into primary education contexts. I am 
hopeful that this research determining the characteristics of compositions for primary 
settings, together with the accompanying folio of new works, offers rigorous models 
of versatile teaching materials appropriate to the current teacher-training and primary 
school milieu, as well as valuable contributions to the ongoing debate regarding the 
future direction of primary school music in Australia.   
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Appendix A 
Interview questions 
 
Teachers 
Part A 
1.a. What training did you receive in order to undertake a career in classroom 
music teaching? 
1.b. How many years have you been a classroom teacher? 
1.c. Are you teaching or supervising school music ensembles? 
1.d. What level music classes do you teach? 
1.e. What types of music activities regularly feature in your classrooms?  
Part B 
2.a. Describe some of the songs or pieces that your choir or class has 
performed recently?   
2.b. What classroom, choral or instrumental repertoire has been particularly 
successful from a pedagogical perspective? 
2.c. Why is this repertoire successful in an educational context? 
2.d. What pedagogical or ‘classroom composition’ resources do you find 
particularly useful? 
2.e. What are the most frustrating aspects of classroom, choral and 
instrumental compositions employed within educational contexts? 
Part C 
3.a. How do you deal with peer culture in music? 
3.b. Are there any further comments you’d like to add regarding classroom 
music teaching?  
 
Composers 
Part A 
1.a. Describe your training in musical composition for children? 
1.b. How many years have you been a composing educational music for 
children? 
1.c. What contexts influence your original music? For instance, do you create 
compositions for concert items, classroom instrumental and/or singing? 
1.d. What else are you trying to convey in your compositions for primary 
school students? 
1.e. What levels of ability do you cater for in your compositions for these 
educational contexts? 
Part B 
 2.a. What criteria governs the selection of text to be set to music in primary 
educational contexts? 
2.c. What criteria or features are common to pieces that have been successful 
in an educational context?  
2.d. What do you want teachers and primary school students to gain from 
learning and performing your compositions? 
2.e. What is the most challenging aspect, or aspects of composing for primary 
school students? How might those challenges be remedied? 
Part C 
3.a. How do you deal with the phenomenon of peer music culture in your 
  
 
155 
compositions? 
3.b. Are there any further comments you’d like to add about composing for 
primary school students? 
 
 
Letter of invitation to participants  
 
MUSIC COMPOSITION IN PRIMARY EDUCATION ENVIRONMENTS – 
Peter Butler 
 
  
10 June 2010 
  
  
Dear __________,  
  
  
My name is Peter Butler and I am undertaking a Doctorate of Creative Arts at the 
University of Wollongong. A part of my study will explore what criteria music 
educators use to select classroom songs, and what criteria composers of classroom 
songs employ. 
 
As part of this process, I am seeking your participation in one semi-structured 
interview that will take approximately one hour of your time. Your confidentiality is 
assured and the interview can be conducted at a time and place that suits you.   
 
If you have any questions or require any further information, please contact me on 
03 5444 7490 (p.butler@latrobe.edu.au) or my supervisor at the University of 
Wollongong, Dr Houston Dunleavy, on 02 4221 4428. 
  
Thank you in anticipation of your assistance.  
  
Yours sincerely  
  
  
  
  
  
Peter Butler 
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Informed consent form  
  
  
MUSIC COMPOSITION IN PRIMARY EDUCATION ENVIRONMENTS  
  
  
Investigator: Peter Butler  
  
  
Date: .....................................................  
  
  
  
I hereby agree to be involved in the above research project as a respondent. I  
have read the research information sheet pertaining to this research project 
and  
understand the nature of the research and my role in it.  
  
  
  
  
Signature of research subject:.....................................................................   
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Participant information sheet  
  
Research Project Information Sheet   
  
1. What is the project called?  MUSIC COMPOSITION IN PRIMARY 
EDUCATION ENVIRONMENTS 
2. What is the purpose of the proposed 
study? 
The study seeks to ascertain what 
criteria music educators use to select 
classroom songs, and the criteria 
composers of classroom songs employ. 
3. How long will my participation take?  Your participation will take approximately 
1 hour.  
4. What do I have to do?  Participants are required to participate in 
an informal interview with the researcher.  
5. What sort of questions will I be asked? A sample of the questions is included 
below. 
6. Are there any risks to me?  The study involves no foreseeable risk to 
participants.  
7. How will my confidentiality and privacy 
be maintained? 
After completing the consent form, your 
details will remain confidential and 
unidentifiable.  
No identifiable details will be sought in 
the interviews, or included in the thesis.  
8. What if I choose not to participate? Your participation is voluntary; you may 
choose to leave at any time without any 
prejudice. All of your data will be 
withdrawn immediately. 
9. Who is conducting the study?  Peter Butler is conducting this research 
for his Doctor of Creative Arts and can be 
contacted on 5444 7490 (Latrobe Uni.). 
10. How can I find out the results of the 
study? 
If you wish to see the results of the study, 
a copy of the thesis will be available at 
Latrobe University Bendigo Library upon 
completion. 
  
  
This study adheres to the Guidelines of the ethical review process of The  
University of Wollongong. Whilst you are free to discuss your participation in  
this study with the researcher (contactable on __________), if you would like  
to speak to an officer of the University not involved in the study, you may  
contact the Ethics Officer on ____________. 
  
 
Sample Questions for Classroom Music Teachers 
 
a) How many years have you been a classroom music teacher? 
b) What types of music activities regularly feature in your classrooms? 
c) Describe some of the songs or pieces that your choir or class has performed 
recently?   
d)  What are the most frustrating aspects of classroom, choral and instrumental 
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compositions employed within educational contexts? 
e)  Are there any further comments you’d like to add regarding classroom music 
teaching? 
 
Sample Questions for Classroom Music Composers 
 
a)   How many years have you been a composing educational music for 
children? 
b)   What contexts influence your original music? For instance, do you create 
compositions for concert items, classroom instrumental and/or singing? 
c)   What else are you trying to convey in your compositions for young people? 
d)   What do you want teachers and primary school students to gain from 
learning and performing your compositions? 
e)   How do you deal with the phenomenon of peer music culture in your 
compositions? 
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Appendix B 
Survey of 2nd Year Bachelor of Education students  
 
La Trobe University Bendigo 2009-2013 
 
YEAR 2010 2011 2012 2013 
TOTAL STUDENTS 215 206 188 204 
 Number Percent Number Percent Number Percent Number Percent 
MALE STUDENTS 68  31.6 61 29.6 52 27.7 59 28.9 
>= Grade 4 AMEB 1 1.5 0 0.0 2 3.8 2 3.4 
> = 5 years / Reader (incl. 
>= Gr. 4 AMEB) 
5 7.4 5 8.2 6 11.5 1 1.7 
> = 5 years / Non - Reader 9 13.2 6 9.8 3 5.8 9 15.3 
3 – 4 years / Reader 2 2.9 1 1.6 3 5.8 0 0.0 
3 – 4 years / Non Reader 5 7.4 3 4.9 0 0.0 2 3.4 
< = 2 years / Reader  0 0.0 2 3.3 2 3.8 1 1.7 
< = 2 years / Non - Reader 47 69.1 44 72.1 38 73.1 45 76.3 
FEMALE STUDENTS 147 68.4 145 70.4 136 72.3 145 71.1 
>= Grade 4 AMEB 8 5.4 8 5.5 9 6.6 7 4.8 
> = 5 years / Reader (incl. 
>= Gr. 4 AMEB) 
20 13.6 13 9.0 16 11.8 15 10.3 
> = 5 years / Non Reader 5 3.4 12 8.3 5 3.7 3 2.1 
3 – 4 years / Reader 10 6.8 3 2.1 6 4.4 4 2.8 
3 – 4 years / Non Reader 11 7.5 14 9.7 6 4.4 9 6.2 
< = 2 years / Reader 9 6.1 7 4.8 0 0.0 2 1.4 
< = 2 years / Non Reader 92 62.6 96 66.2 94 69.1 110 75.9 
ALL STUDENTS: MALE 
+ FEMALE 
215 100.0 206 100.0 188 100.0 204 100.0 
> =Grade 4 AMEB  9 4.2 8 3.9 11 5.9 8 3.9 
> = 5 years / Reader (incl. 
>= Gr. 4 AMEB) 
25 11.6 18 8.7 22 11.7 17 8.3 
> = 5 years / Non Reader 14 6.5 18 8.7 8 4.3 12 5.9 
3 – 4 years / Reader 12 5.6 4 1.9 9 4.8 4 2.0 
3 – 4 years / Non Reader 16 7.4 17 8.2 6 3.2 11 5.4 
< = 2 years / Reader 9 4.2 9 4.4 2 1.1 3 1.5 
< = 2 years / Non Reader 139 64.7 140 68.0 132 70.2 29 14.2 
SUMMARY TOTAL 215 100.0 206 100.0 188 100.0 204 100.0 
>= Grade 4 AMEB  9 4.2 8 3.9 11 5.9 8 3.9 
> = 5 years / Readers  
(includes > AMEB Grade 
4) 
25 11.6 18 8.7 22 11.7 17 8.3 
In between ⇑  ⇓  42 19.5 39 18.9 36 19.1 24 11.7 
< = 2 years / Readers & 
Non-readers 
148 68.8 149 72.3 134 70.2 155 76.0 
 
  
162 
ABC Sing books overview, 1950 to 2010 
 
All information is taken from Peter Butler’s personal comprehensive collection of ABC Sing 
resources. 
 
1950 / 60s 
BROADCASTS 
Weekly Broadcasts Mon Wed Fri 15mins. 
A predecessor of ‘Playschool’. 
PERSONEL 
Dorothy Fleming, Jean Vincent, June Epstein 
SONGS 
Oxford Nursery Rhyme, traditional childrens’ songs, eg Rig-a-jig-jig, Looby 
Loo, Frog went walking, Miss Polly etc. 
English, European folk songs and classical melodies. 
PEDAGOGY 
Musical concepts, pitch, rhythm values, tempo, form, instruments of the 
orchestra 
METHODOLOGY 
Kodaly – Basic solfa and hand signs,  
Orff – Patching, classroom percussion. 
Dalcroze – Musically directed movement. – Heather Gell 
 
1970s 
BROADCASTS 
Weekly Broadcasts Mon Wed Fri 15mins. 
Starting to resemble ABC Sing books of the 80s and 90s 
Cassette tapes commenced 1976 
SERIES 
Let’s have music: Grade 3&4 
Singing and Listening Grades 5&6 
PERSONEL 
June Epstein Martin Wesley-Smith, John Shortis, Brian Simmons., 
Session Musicians: Billy Hyde, Dale Kohry, Sandy Maddick 
SONGS 
Traditional secular, sacred and nonsense songs. 
Rock ballads from leading overseas artists. 
‘Martin Wesley-Smith’ Specially composed space musical using a large Moog 
Introduces graphic scores and atonality. 
Numerous newly composed pieces. 
English, Eastern and Western European folk songs. 
Repertoire similar to 80s, 90s, many songs repeated in later years. 
Music Theatre: Oliver, Lloyd Weber, Gilbert and Sullivan 
Pop Music: Beatles, Credence,  
Folk-pop: Peter Paul Mary, Woodie Guthrie, John Denver, Neil Diamond: 
Turn on the sun, Lemon Tree, Rock my Soul,  
World Music: Negro spirituals, Latin-American. 
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SCORES 
Scores with Guitar Chords for classroom accompaniment. 
METHODOLOGY:  
Not articulated or implied. 
Orff – Body percussion, classroom percussion. 
 
1980s 
CASSETTES SERIES:  
Let’s have music: Grade 3&4 
Singing and Listening Grades 5&6 
1988: Introduces separate Vocal and Instrumental recordings 
PERSONEL 
Lorraine Milne, June Epstein, John Shortis, Peter Combe, Brian Fitzgerald 
RECORDINGS:  
Sequencers not yet in use. Live musicians. Leading Session Musicians: Rock 
bands, Brass, Jazz. 
Recordings feature elaborate arrangements for live ensembles 
SONGS 
52 SONGS. Increasing amount of popular music. 
Traditional secular, sacred and nonsense songs, eg. Flanders and Swann, 
Michael Hurd. 
Numerous newly composed pieces 
British / Australian: Shanties, Bush ballads, Slim Dusty, Faye White 
English, Eastern and Western European folk songs.  
Repertoire similar to 70s, 90s, repeated. 
Music Theatre: Oliver, Lloyd Weber, Gilbert and Sullivan 
Pop Music: ABBA, Dylan, Beatles, Australian rock groups, Goanna, ‘Boppin 
the blues’ 
Folk-pop: Pete Seeger, Cat Stevens, John Williamson, Neil Diamond, Otis 
Redding 
Multi Cultural: Aboriginal, African, Negro spirituals, Latin-American. 
Non Christian Festive songs. Jewish 
TEACHING DESIGN 
The instrumental tracks allow for Karaoke – Singalong. 
METHODOLOGY:  
Not fully articulated or implied. 
Orff – Body Percussion, classroom percussion. 
 
1990s 
CASSETTES SERIES:  
CDs introduced 1997  
Let’s have music: Grade 3&4 
Singing and Listening Grades 5&6 
PERSONEL 
Mark Weeks, Rhonda Macken, Lorraine Milne,  
1993 Team of Music Education Specialists Orff / Kodaly involved. 
RECORDINGS:  
Midi Sequencers coming into use. Less Live musicians. Professionally 
arranged. 
Styles: Rock bands, Brass, Jazz. 
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SONGS 
52 SONGS. Increasing amount of popular music. 
Numerous rounds and action songs: Jan Holdstock,  
Numerous composed pieces particularly by Lorraine Milne 
British / Australian: Shanties, Bush ballads, Slim Dusty 
English, Eastern and Western European folk songs.  
Many repeated songs from earlier volumes. 
Jazz Standards: Irving Berlin, Cole Porter. 
Medleys: Music Hall, Cowboy songs, Thematic, 
Music Theatre: Hair, Les Miserables. 
RAP: No examples of mainstream RAP. Instead, there are numerous 
children’s rhymes to music: kitchen rap, cricket rap, schoolyard rap. 
Pop Music: Elton John, Julian Lennon, Michael Jackson 
Folk-pop eg. Eric Bogle, Don Spencer, John Williamson.  
Negro spirituals, Latin-American 
Local Music Education Composers: Gary King, Peter Butler, Suzie Davies, 
Colin Buchanan Gail Godber, Gary & Carol Crees. 
CONTENT 
Karaoke – singalong. Increasing amount of classroom participation material. 
METHODOLOGY:  
Orff Percussion Teachers Books, and recordings 
Simple Classroom Instrument scores / arrangements 
 
2000s 
CASSETTES:  
Phasing Out  
CD SERIES:  
Volumes 1 & 2: Vocal and Instrumental versions. 
No clear distinctions between lower / upper grades. Extending beyond gr. 6. 
PERSONEL 
Mark Weeks, Rhonda Macken, Lorraine Milne,  
Educational consultation committee. 
RECORDINGS:  
Midi Sequencing and live overdubbing. 
Styles: Ballads, Folk, Rock, Swing. 
SONGS 
RAP: Gangsta rap is not included. Rap songs in the books are rhythmic verse. 
Popular love songs with a strong physical focus are left out of SING. 
Very few songs from current top hits. 
52 SONGS. Increasing amount of environment / water themed music. 
Rounds and action songs:  
Numerous composed pieces particularly by Milne 
British / Australian: Shanties, Bush ballads, Slim Dusty 
Humorous: Flanders & Swann 
World Music: Romany ‘Sao Roma’, Turkish, Russian, African, Macedonian 
Jazz Standards: Cy Coleman, Hoagy Carmichael, Irving Berlin, Nat King 
Cole, Harry Belafonte, Duke Ellington 
Medleys: Pirate of Penzance, Seussical, 
Music Theatre: Rogers & Hammerstein, G&S, Disney Musicals 
Oz Pop Music: ‘Eagle Rock’ 
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Folk-pop-country: Lee Kernigan, Dolly Parton, Slim Dusty 
Negro spirituals, Latin-American: 
Indiginous: Yothu-Yindi, Torres Strait, Maori, Archie Roach 
Local Music Education Composers: Suzie Davies, Peter Butler, Faye White, 
John Madin, Gary King, Colin Buchanan 
CONTENT 
Karaoke – Predominantly Singalong.  
Background info. Song categories listed – environment, rounds, partner, 
world,  
METHODOLOGY:  
Detailed Orff Percussion Teachers Books, and recordings 
Simple Classroom Instrument scores / arrangements 
 
Victorian university teacher training—Music/Arts Hours 2010 
 
UNIVERSITY COURSE ARTS HOURS 
 
DEAKIN  
 
B.Ed (prim) 3 hrs X 10 weeks (All Arts subjects – Music / 
Dance / Drama) 
DEAKIN  B.A. B.Tch 
(sec) 
No Arts Methods 
 
VICTORIA  B.Ed (prim) 3 hours X 10 weeks All Arts subjects  
LATROBE  B.Ed  (P-10) 3 hours X 10 weeks All Arts subjects 
MONASH B.Ed (prim) 2 hours X 10 weeks All Arts subjects 
MONASH 
 
Grad Dip (prim) 3 hours X 10 weeks shared All Arts subjects  
MELBOURNE B.Ed (prim) 3 hours X 10 weeks Music only 
  
166 
Appendix C  
Australian Landmarks scores 
Scores 
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Australia by Rail key scheme  
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More Australian Landmarks—original manuscripts  
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Appendix D 
Supplementary rounds—selection criteria 
 
The design parameters of the supplementary folio collection. 
 
Sources 
Many of the rounds appear to have been purpose-written as teaching songs. There are 
some more well-known old rounds among them. 
 
Age Appropriateness 
They are suitable for children and adults—grades one through to University teacher 
training course level. 
 
Length 
Most of the rounds are short, comprising 4 or 8 bars; ideal for short teaching sessions. 
 
Note range 
The greater majority have as their lowest note middle C and rarely go beyond high E, 
making them ideal for young singers and classroom instruments. 
 
Rhythm 
The pieces are written using simple rhythmic units, mostly quaver pairs, crotchets and 
minims. 
 
Meter 
The meters are predominantly 4/4 (Common time) and 2/4. There are many rounds in 
3/4 as well as one in 6/8.  
 
Keys 
In most cases the rounds are in the keys of C, F and G major. There are also a few 
rounds in keys with up to 4 sharps and flats suitable for more advanced young singers, 
readers and instrumentalists. 
 
Harmony 
The rounds are graded according to harmonic complexity, beginning with those in 
major keys and based on one chord, then two (I & V), three (I, IV, V) and finally 
minor and chromatic pieces later in the collection. 
 
Texts 
The texts range from every day sayings, songs about the joy of singing, to sacred and 
moral proverbs. The original texts could be used to explore historical, social customs 
and mores. 
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Revision of the supplementary rounds texts  
 
A number of changes were made to the songs in order to make them more comprehensible 
for modern singers, and more appropriate for contemporary teaching environments. 
 
Music 
The melodies, keys and rhythms of the originals have been preserved entirely except in a 
few cases where up-dating texts required a minor change in the rhythm.  
 
Layout 
The scores have been enlarged with fewer bars per line matching their round repeat 
points, for ease of reading.  
The harmonic and chordal framework is printed above each round. 
All note names and solfa names have been included above the scores. 
Plain scores, without note names or solfa names are also included. All scores are 
provided in PDF format, for ease of projection and digital display. 
 
Texts 
Old English texts and grammar have been updated to modern English usage. 
Seasons have been made more globally generic, e.g. removing the northern hemisphere 
focus—summer in June. 
Gender bias has been eliminated, such as male/female job stereotypes. God is neither 
male nor female in the sacred songs. Theistic rounds have been rendered more spiritually 
generic and ‘multi-faith friendly’. 
Due to the derogatory misuse of older terms by young students, many commonly used 
old terms e.g. ‘gaily’ have been eliminated. A browse through the original texts will 
make this apparent.  
Many of the frequently used English lyric phrases have been reduced, ‘Greenwood tree’, 
‘Merrily’ and ‘Roundelay’ have been replaced with modern equivalents or alternatives. 
 
 
 Original Text Modified Texts  
1 Follow me, follow me,  
Follow me, follow me,  
follow follow follow follow  
follow follow follow me, 
 
2 Forward out of error.  
Leave behind the night.  
Forward through the darkness,  
Forward into light. 
 
3 Join in singing Hallelujah!  
Hallelujah! Amen,  
Amen. Hallelujah!  
Hallelujah! Amen. 
  
4 Hear, the voice of duty calls.  
See the place of labour falls.  
Serve the right, Serve the right. 
  
5 Ho! My steed Why such speed?  Ho! pay heed my good steed.  
  
175 
Stones and gravel tossing high. On you 
fly! 
Stones and gravel tossing high. Onward 
speed. 
6 Sound, sound the merry mountain horn. 
Sound, sound the merry mountain horn. 
Sound the merry mountain horn yea 
sound. Sound the horn, Sound the 
merry mountain horn, sound the horn. 
 
7 Time and tide, time and tide.  
Time and tide will wait for no man,  
wait for no man. 
Time and tide, time and tide.  
Time and tide will wait for no-one,  
wait for no-one.  
8 Morning bells I love to hear,  
Ringing merrily loud and clear. 
 
9 Roaming o’er the meadows 
Singing ever gaily 
Lalalalala la, lalalalala la. 
Singing as I wander,  
roaming over yonder.  
Lalalalala la, lalalalala la. 
10 Sing this grave and simple strain  
Sing it faster, sing it faster,  
round and round again. 
Sing this song, so short and plain.  
Sing it faster, sing it faster,  
round and round again. 
11 As the moments pass away,  
lade them with the merry burden  
of our roundelay. 
As the daytime slips away,  
we will sound its passing  
with a merry roundelay. 
12 Past ten o'clock, fair is the night,  
Past ten o'clock, stars shining bright. 
Past nine o'clock, fair is the night,  
Past ten o'clock, stars shining bright. 
13 Come, join with me, singing in glee. 
Merrily, joyfully, happy and free. 
Join in this song. All sing along,  
Joyfully, Playfully, Happy and strong. 
14 Hi, cheerily ho, merrily ho. 
Sailors are we, sons of the sea. Singing 
with glee, hi, ho, hi, ho. 
Heave! Heave away. Haul! Haul away  
Ho! Sons of the sea, happy and free  
Sailors are we. Heave ho, Heave ho.  
15 Johnny!  Johnny! What? What?  
So we keep singing  
and so we keep calling him 
  
16 Now the blacksmith's arm is swinging,  
And his cheering song he’s singing 
Kling! Kling! Klang! Klang! 
Now the blacksmith's arm is swinging,  
Fire glowing, metal ringing.  
Kling! Kling! Klang! Klang! 
17 Morning papers. Morning papers.  
All the riots, rows and capers.  
Times, Daily News. 
  
18 Hosannah, Let the earth and skies 
repeat the joyful sound 
 
19 Now we are met, let mirth abound,  
and let the catch and glee go round. 
 
20 Come, let's laugh, come let's sing.  
Winter shall as merry be as Spring. 
Come, let's laugh, come let's sing.  
Good cheer makes Winter just as warm 
as Spring. 
21 Come follow me to the greenwood tree,  
Come follow, follow me. 
Come climb with me up the tall gumtree,  
Way up on high with me. 
22 Come merry men the horn doth blow, 
follow, follow me and a way we go. 
Hail merry folk, rise up below  
follow one and follow all, away we go. 
23 Scotland's burning, Scotland's burning.    
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Look out! Look out! Fire! Fire! Fire! 
Fire!  
Pour on water, pour on water. 
24 A merry, merry roundelay,  
we'll sing as in the fields we stray. 
A merry, merry roundelay,  
we'll sing as in the fields we play. 
25 Morning bells I love to hear.  
Ringing merrily loud and clear. 
 
26 Hey, Ho, to the greenwood go, 
and there find buck and doe. 
Then off to the country go,  
where the fields and forests grow. 
27 'Here I go, sure and slow'  
says the turtle down below.  
'Not so I, swiftly fly'  
sings the bird on high. 
  
28 Here where rippling waters play, 
Sit we, and merry roundels sing all day. 
Here we sit and sing all day.  
Here where the rippling waters play. 
29 Come count the time for me, come 
now, begin, and you shall quickly see 
that thus good time we run: 
Now one, two, three, four, one, two, 
three, four, one two, three, four, one, 
two three. 
Now while you sing this round, count 
the time with me and you will quickly 
see how we keep a steady beat.  
A one, two, three, four, one, two, three, 
four, one two, three, four, one, two 
three. 
30 Merrily, merrily on we ride.  
Laughing and caroling side by side.  
Waho! Waho! Lalalalala. 
 
31 Run up the sail, the wind is fair,  
and freshly blows the sea.. 
Run up the sail, the sea is fair,  
and freshly blows the breeze. 
32 For health and strength and daily food  
we praise thy name O Lord 
 
33 Purling streams, your sound I love 
gently gently gliding along thro’ yonder 
grove. 
Purling streams, your journey's made 
gently gliding through the glade. 
34 Climb the mountain, taste the fountain  
rouse with mirth and music high 
all the pow’rs that slumb’ring lie. 
Climb the mountain, climb the mountain  
till you reach your lofty call.  
Let not your ambition stall. 
35 Sing it over, with your might 
never leave it, never leave it till it's 
right. 
Sing it over, ev'ry night.  
Hahahahahahahaha till it's right. 
36 When a weary task you find it,  
persevere and never mind it.  
Never mind it. Never mind it. 
 
37 O give thanks to God in heaven,  
for his mercies endureth forvever 
Hallelujah! Hallelujah! 
O give thanks to God in heaven,  
Thank God for all mercies given  
Hallelujah! Hallelujah! 
38 Wake and sing, wake and sing.  
Come and join in joyful measure,  
wake and sing. 
 
39 Morning is come. Night is away.  
Rise with the sun and welcome the day. 
Morning is here. Night is away.  
Rise with the sunshine and welcome the 
day. 
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40 Sing me another before we depart.  
Sing to the praise of our musical art.  
Sing! Sing! Sing! Sing!  
Do, do, do, So, so, so, So, so, so, Do. 
 
41 Now we'll make the rafters ring,  
while we all this roundel sing. 
Now we'll make the rafters ring,  
while with joy this round we sing. 
42 Let us endeavour to show that 
whenever  
we join in a song we can keep time 
together. 
Let us endeavour to show that whenever  
we join in a song we can keep it 
together. 
43 Uncurbed tongues out-run their master. 
Chatt'ring fast and railing faster.  
Art thou deep? silence keep. 
Uncurbed tongues out-run their master. 
Chatt'ring fast and railing faster.  
Those more deep, silence keep. 
44 Roaming o’er the meadows, 
singing gaily tra la la 
Tralalalalala, lalalalala. 
Singing as I walk along,  
making up a cheery song.  
Lalalalalala, lalalalala. 
45 Oh be just, oh be true 
Be kind and tender-hearted and merry 
too. 
Friends are fair, friends are true.  
Good friends are tender hearted and 
merry too. 
46 June, lovely June 
now beautifies the ground. 
The notes of the cuckoo thro’ the glad 
earth resound 
Summertime is here,  
the birds sing loud and clear,  
the bees are busy in their hive,  
the sun spreads good cheer. 
47 The hart he loves the high-wood,  
the hare he loves the hill.  
The knight he loves his bright sword,  
the lady loves her will. 
 
48 Sound the strain again, over sea and 
main. 
Tralalalalalalala, Tralalalalalalala 
Proudly sound the strain, over hill and 
plain.  
Holalola, holalola, Holalola, Holalola. 
49 'Tis humdrum, 'tis mum mum, what 
nobody speaks,  
Here one looks very wise and another 
rubs his eyes,  
then gapes and yawns and cries,  Heigh 
Ho Hum. 
 
50 Chairs to mend, old chairs to mend.  
Rush or cane-bottomed, old chairs to 
mend,  
old chairs to mend.  
New mackerel, new mackerel, new 
mackerel, new mackerel.  
Old rags any old rags, take money for 
your old rags; any hare-skins or rabbit-
skins 
 
51 White sand and grey sand, who'll buy 
my white sand, who'll buy my grey 
sand. 
 
52 Have you any work for the tinker Hear the tinker mend all your home 
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mistress? Brass or pots or pans or 
kettles.  
Tinkaterry tinkaterry, tinkaterry 
tinkatink. 
utensils, Brass or pots or pans or kettles.  
Tinkaterry tinkaterry, tinkaterry 
tinkatink. 
53 Three blind mice, Three blind mice.  
See how they run, see how they run.  
They all ran after the farmer's wife,  
who cut off their tales with a carving 
knife.  
Did you ever see such a thing in your 
life  
as three blind mice. 
 
54 We country clodhoppers are, you 
should know ringers and fiddlers and 
singers also.  
Ring! Ring! Sing! Sing! 
 
55 Come, come follow me, to the 
greenwood tree. Come, follow, follow 
me. 
Join our happy throng, as we sing along.  
Bom Bom, Bom, bom, bom. 
56 Let the wind blow high or low. Still 
jolly tars are we, on the ocean so free. 
Sailors as we will freely roam.  
High, wild and stormy seas, will not 
keep us at home. 
57 Sweet the pleasure of the spring, when 
we hear the cuckoo sing.  
Cuckoo Cuckoo Cuckoo Cuckoo  
When we hear the cuckoo sing. Ah! 
Ah! Ah! Cuckoo cuckoo cuckoo hear 
the cuckoo sing. 
 
58 Thirty days hath September, April June 
and November.  
All the rest have thirty one, saving 
February alone,  
which has twenty eight, and in leap 
years twenty nine. 
Thirty days hath September, April June 
and November.  
All the rest have thirty one, saving 
February alone,  
which has twenty eight, but in leap years 
twenty nine. 
59 They march, they march to the rolling 
drum, The soldiers bold, see they come, 
they come to the rrrrrrolling drum. 
They march, they march to the rolling 
drum, those soldiers brave, hear them as 
they come to the rrrrrrolling drum. 
60 Do, Re, Mi, Fa. Hold your head up in 
solfa-ing. Open wide your mouth in la-
ing.` 
 
61 Come with gladness, join our song. 
Lalalalalalalala lala la. 
All join in our happy song.  
Lalalalalalalala Ding ding dong. 
62 The kine, the kine are homeward going, 
where o’er the ford the stream is 
flowing, They drink and wander 
onward lowing. 
The sheep and cows are homeward 
going,  
they wander onward, softly lowing,  
across the fields and streams now 
flowing. 
63 Sing, sing together merrily, merrily 
sing.  
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Sing, sing together merrily, merrily 
sing.  
Sing, Sing, SIng, Sing. 
64 Who comes laughing, laughing, 
laughing, laughing, laughing here a 
main?  
We come laughing, ha ha ha ha ha ha 
ha ha we come laughing here a main. 
Ha ha ha ha ha ha ha ha ha ha ha ha ha 
ha ha ha ha ha ha ha ha ha ha ha ha ha 
ha ha ha. 
Who comes laughing, laughing, 
laughing, laughing, laughing here today.  
We come laughing, ha ha ha ha ha ha ha 
ha we come laughing here today.  
Ha ha ha ha ha ha ha ha ha ha ha ha ha 
ha ha ha ha ha ha ha ha ha ha ha ha ha 
ha ha ha. 
65 A southerly wind and a cloudy sky 
proclaim it a hunting morning.  
Before the sun rises away we fly, dull 
sleep and a drowsy bed scorning.  
To horse my brave boys and away! 
Bright Phoebus the landscape adorning.  
The face of all nature looks gay, 
‘tis a beautiful hunting morning.  
Onward, onward! Tantara, tantara, 
tantara. Onward, onward! Tantara, 
tantara, tantara. 
A southerly wind and a cloudy sky 
proclaim it a riding morning.  
Before the sun rises away we fly, dull 
sleep and a drowsy bed scorning.  
To horse my brave riders away! Bright 
Phoebus the landscape adorning.  
Let's welcome the beckoning day, and 
summon the mob with our horning.  
Onward, onward! Tantara, tantara, 
tantara. Onward, onward! Tantara, 
tantara, tantara. 
66 I will sing you a song of the singing 
school, and the sounds you may there 
hear. Of the Do, Re, me and the A. B. 
C. and the voices ringing clear. Etc.` 
 
67 Mister chairman I rise to move, I rise to 
move. Order! Order! Order, chair, 
Sitdown! Ah! silence, silence, silence, 
silence. Silence. Turn him out! turn him 
out turn them out! Speak up! 
Hon'rable speaker I rise to move, I rise 
to move. Order! Order! Order, chair, 
Sitdown! Ah! silence, silence, silence, 
silence. Silence. Turn them out! turn 
them out turn them out! Speak up! 
68 To Portsmouth, to Portsmouth,  
it is a gallant town  
Sing derry down hey! Sing derry. 
O, Portsmouth, O, Portsmouth,  
you lovely gallant town  
Sing derry down hey! Sing derry. 
69 Sev'n great towns of Greece 'tis said,  
claimed Homer's birth when he was 
dead, Through which alive he begged 
his bread. 
 
70 Come now let us jovial be,  
fill our souls with mirth and glee, 
for three merry men are we. 
Hear our merry trio sing.  
One by one we all join in.  
Harmony to you we bring. 
71 Hark! ‘Tis the cuckoo’s voice, from 
yonder shady grove. 
List to the mellow notes, The song I 
dearly love. Cuckoo! Cuckoo! Cuckoo! 
Cuckoo! 
Now hear the cuckoo sing, two notes, 
such joy they bring.  
Ah, there it is again, that happy chiming 
strain. Cuckoo! Cuckoo! Cuckoo! 
Cuckoo!  
72 O render thanks to God above, the fount 
of love. 
For all our gifts, and each new day, we 
here give thanks. 
73 O where shall rest be found, rest for the For comfort, peace and rest, soft singing 
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weary soul? is the best. 
74 Mourn, mourn, Anglia mourn, for thy 
hero lost and gone 
Mourn, mourn, Anglia mourn, for your 
hero lost and gone 
75 Winter days again are here, slowly 
wanes the year. 
Winter days are here again, daylight 
hours are waning. 
76 Thou poor bird, Mourn’st the tree. 
Where sweetly thou did’st warble in thy 
wand’rings free. 
Ah, poor bird, take your flight. Far 
above the sorrows of this sad night. 
77 Flow'rs are dying, Autumn winds are 
sighing, sighing 
 
78 Never murmuring never grieving, Meek 
and kind and patient be. 
Never murmuring or complaining, 
humble kind and patient be. 
79 Jack, boy, ho, boy, News! News! The 
cat is in the well. Let us ring now for 
her knell. Ding, Dong, Ding, Dong, 
Bell. 
Jack, boy, ho, boy, News! News! The 
cat is in the well. Ring the bell, ring for 
her knell. Ding, Dong, Ding, Dong, 
Dell. 
80 Three blind mice. Three blind mice. 
Ran around thrice, ran around thrice. 
The Miller and his merry old wife ne'er 
laughed so much in all their life. 
 
81 Gone is Autumn’s kindly glow. 
Now the blasts of winter blow. 
Autumn's warming glow is past. Now 
we face the wintry blast. 
82 Hark! Without the storm is loud, 
See above the blackened cloud. 
Hark! Hark! Hark! Hark! 
See the sky now turning black,  
Hear the light'ning's thund'rous crack!  
Boom! Bang! Boom! Bang! 
83 In darkness and in loneliness, the 
watchman on his way must press. 
Twelve o'clock! Hear the hollow sound 
in the empty street. 
All through the night on weary feet, the 
watchman trudges the lonely beat. 
Twelve o'clock! Hear the hollow sound 
in the empty street. 
84 Mourn for the thousands slain, the 
youthful and the strong. 
Mourn for the wine cup’s fatal reign! 
And the deluded throng. 
Mourn, mourn, mourn. Mourn for the 
thousands slain. 
Mourn for the thousands slain, for them 
this sad refrain.  
Mourn for the cost of freedom won, for 
the fighting and the pain.  
Mourn, mourn, mourn. Mourn for the 
thousands slain. 
85 Disturb not the plover, for see she doth 
hover so tenderly over her sweet little 
brood Peewit! Peewit!  
Hear her mournful cry, hear her 
mournful crying. Oh, hear her piteous 
moan. Piteous moan. 
Disturb not the plover, for see she does 
hover so tenderly over her sweet little 
brood Peewit! Peewit!  
Hear her mournful cry, hear her 
mournful crying. Oh, hear her piteous 
moan. Leave her alone. 
86 Ah me, Ah what perils to environ, he 
that meddles with cold iron. Ah, me! 
Ah, me, Ah what perils to environ those 
who fight with tempered iron. Ah, me. 
87 Come, lay aside your crying, Nor 
evermore be crying. 
Say what brings on this sighing? Come 
let's have no more crying. 
88 Calm he rests without a stone; beauty, 
titles, wealth did own. Now a heap of 
dust and stone. 
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Supplementary rounds—musical details 
 
Groups 
 
1. Tonic Chord 
2. Tonic and Dominant 
3. Adds Sub-dominant (completing the scale) 
4. Simple modulation (via 4#, 7b) 
5. Minor keys and chromatic notes 
 
Mode 
 
M = Major 
m = minor 
 
Meter 
 
 2 = 2/4,    3 = 3/4,    4 = 4/4,    6 = 6/8 
 
Levels  
The level rating indicates that the round does not exceed the criteria of that level 
regarding key, range, rhythm or length.  
 
Level Primary Level Key - # / b Range  Rhythm  Length   
1 Middle < 1 > C4 <= 1.5 crotchets / quavers Short 
2 Upper < 2 > C4 <= 2 semiquavers Medium 
3 Advanced >=2 <=C4 > 2 complex Long 
 
Explanation of the level numbering system 
 
No. 42. ‘Let us endeavour’ 3 (A) 1(→G) means the round is level 3 in the given key 
(A). The same round transposed to the key of G would be level 1 
 
 
 Song Group Key Mode Meter Level 
1. Follow me 1 D M 2 1 
2. Forward out of error 1 D M 2 1 
3. Hallelujah 1 C M 2 1 
4. Serve the right 1 C M 2 1 
5. Ho! My steed 1 D M 2 1 
6. Sound the merry horn 1 C M 2 1 
7. Time and Tide 1 C M 4 1 
8. Morning Bells 1 D M 4 1 
9. Roaming o’er the meadows 1 D M 4 1 
10. Sing this 1 C M 2 1 
11. As the moments 1 G M 2 1 
12. Watchmen’s call 1 D M 3 1 
13. Come, join with me 1 D M 3 1 
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14. Cheerily, ho 1 D M 3 1 
15. Johnny 1 D M 3 1 
16. The Blacksmith 1 Eb M 4 1 
17. Morning Papers 2 G M 4 1 
18. Hosannah 2 F M 4 1 
19. Now we are met 2 F M 4 1 
20. Come, let’s laugh 2 C M 4 1 
21. Come follow me 2 F M 2 1 
22. Hail merry folk 2 G M 4 1 
23. Scotland’s burning 2 G M 2 1 
24. A merry roundelay 2 C M 2 1 
25. Morning Bells 2 C M 2 1 
26. Then off to the country go 2 G M 4 1 
27. Here I go 2 D M 2 1 
28. Here, where rippling 2 C M 2 1 
29. Come count the time 2 G M 4 1 
30. Merrily on we ride 2 D M 3 1 
31. Run up the sail 2 F M 3 1 
32. For health and strength 3 G M 4 1 
33. Purling streams 3 F M 4 1 
34. Climb the mountain 3 A M 2 1 
35. Sing it over 3 D M 2 1 
36. When a weary task you find it 3 G M 4 1 
37. O give thanks 3 G M 4 2 
38. Wake and sing 3 C M 2 1 
39. Morning is come 3 G M 3 1 
40. Sing me another 3 G M 3 1 
41. Now we’ll make 3 G M 4 1 
42. Let us endeavour 3 A M 3 1 (→G) 
3 (A) 
43. Uncurbed tongues 3 F M 2 1 
44. A cheery song 3 G M 4 1 
45. Friends are true 3 G M 2 1 
46. June, lovely June 3 Eb M 2 1 (→F) 
3 (Eb) 
47. The hart he loves the high wood 3 F M 4 1 
48. Sound the strain again 3 F M 2 2 
49. ‘Tis humdrum 3 E M 4 2 (→F / C) 3 
50. Chairs to mend 3 G M 4 1 short 2 long 
51. White sand and grey sand 3 G M 4 1 
52. Have you any work 3 F M 4 1 
53. Three blind mice 3 C M 6 2, 3 
54. We country clodhoppers 3 Bb M 3 1 (→F / G), 3 
55. Come, come follow me 3 F M 2 1 
56. Let the wind blow 3 D M 3 1 (→C) 2 (D) 
57. The Cuckoo 3 G M 3 2 
58. Thirty days hath September 3 G M 3 2, 3 
59. They March 3 Ab M 4 1 (→G), 3 
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60. Doh, Ray, me 3 G M 4 1 
61. Come with gladness 3 D M 2 1 
62. Heading home 3 G M 3 1 
63. Sing Together 3 G M 2 2 
64. Who comes laughing 3 Eb M 4 1 (→C /F ), 3 
65. A southerly wind 3 C M 6 3 
66. Sounds of the singing school 3 C M 2 3 
67. A public meeting 3 G M 4 2, 3 
68. To Portsmouth 4 G M 2 1, 2 (C#) 
69. Seven great towns 4 D M 3 2 
70. A merry trio 4 G M 4 3 
71. The Cuckoo 4 C M 4 3 
72. O give thanks 5 F m 4 2 
73. O where shall rest 5 F m 2 2 
74. Mourn Anglia 5 C m 4 2 
75. Winter days 5 F m 2 2 
76. Thou, (Ah) poor bird 5 D m 4 1 (C#), 2 
77. Flowers are dying 5 D m 4 1 (C#) 
78. Never murmuring 5 G m 4 2 
79. Jack boy, ho 5 C m 2 3 
80. Three blind mice 5 D m 4 2 
81. Gone is Autumn 5 F m 4 2 
82. Boom! Bang! 5 E m 4 2 
83. In darkness 5 C m 4 2 
84. Mourn for the lost 5 F# m 4 2(→G), 3 
85. Disturb not the plover 5 A m 6 2 
86. Ah me, what perils 5 G m 4 1 
87. Come, lay aside 5 A M 4 2 
88. Calm he rests 5 G m 4 3 
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